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ABSTRACT 
In this case study, The King and Baxter Magolda (2005) Intercultural Maturity 
Model was utilized as the explanatory framework for development of intercultural 
maturity in a globally networked learning environment (GNLE) with college students. 
Through ethnographic data collection strategies and qualitative analysis of interviews, 
observations, narrative inquiry, and student artifacts, I explored the developmental stages 
of the intercultural maturity of study participants in a GNLE with college students from 
three international universities in South Africa, Europe, and the United States. I sought to 
determine if any relationship existed between the development of intercultural maturity 
and the study of jazz. This research inquiry represented a distinct opportunity to examine 
if student activities in jazz subjects might ground new theories for attainment of 
intercultural maturity. A globally networked classroom of jazz students presented a 
salient opportunity to observe if interactant traits could mature, instigated through jazz 
curricula, and whether such a model had explanatory potential in a web-based context. 
The findings were instructive for considerations comparative to traditional developmental 
models of intercultural maturity, with particular focus on the efficacy of asynchronous 




interesting alternative to study abroad when considered as a teaching and learning 
paradigm instead of just a technology modality, facilitated rich descriptions and data to 
gauge students’ demonstration of the domains of the King and Baxter Magolda (2005) 
Intercultural Maturity Model. Adding jazz curricula and pedagogy to the GNLE 
environment, situated between cohorts geographically apart, allowed for a reimagining of 
the King and Baxter Magolda Intercultural Maturity Model to A Jazz Orientation of the 






We would not want future generations to tell us that their university experiences 
did not prepare them for life in an interdependent world. 
—Ali Hakan Altinay, Non-resident Senior Fellow 
Global Economy and Development Program at Brookings 
The 2020 Global Pandemic brought to bear what happens when people lack 
maturity to engage with or be interested in different others. I never thought the topic of 
this study might align with current events to prove as timely my prescient curiosity about 
intercultural maturity. The clarion call for personal accountability and adoption of safe 
practices (hand washing, social distancing, and mask wearing) to slow the spread of 
COVID-19 brought front and center what it means to focus on the common good—to 
care about fellow citizens. Rampant theories of the validity of a pandemic fostered two 
camps: non-believers argued for personal freedoms and thus refused preventive 
measures, while believers begged for consideration of impact on others and urged people 
employ preventive measures. The decisions made by heads of governments caused 
citizens to feel victimized. Snower (2020) opined of the ‘me-first’ approach by political 
leaders as a bankrupt strategy for dealing with the pandemic and stated, “if there was ever 
an event that proves beyond a shadow of a doubt the importance of multilateral 
cooperation this pandemic is it.’’1 Efforts to enact emergency public health measures for 
the common good proved futile. Rhetoric scorched with blame, stemming from cultural 
mindsets and nationalist ideals, belied moral chasms—and though seemingly 
megaphoned on social media posts as personal statements by individuals—ripped through 
	
1 Snower, D. J. (2020). Future development: Awakening in a post-pandemic world. Global Economy 




communities of friends and families as multi-voiced paradigms. What lay in wake was 
clear: If empathy is a marker for intercultural maturity, a global pandemic exposed a 
deficiency of empathic citizens. 
Might outcomes during the 2020 Global Pandemic have fared better if people 
were interculturally mature? The events during the pandemic shone a light on our 
inadequate capacities of intercultural maturity. Empathy, self-awareness, adaptability, 
hardiness and resilience for self and others are markers of interculturally mature 
individuals. The events transpiring as a result of the 2020 Global Pandemic exposed 
where most people measure up or fall short in these skills, revealing collective societal 
inadequacies and poor central leadership. The convergence of these events and my 
research journey proved serendipitous. Recognizing that my story and lived experience of 
the events during the Global Pandemic of 2020 are from the perspective of one living in 
the U.S., rather than the experience of my study participants in Denmark or South Africa, 
I had a renewed vigor to understand why our collective intercultural maturity of persons 
in the U.S. was so seemingly meager. I also wondered how my international peers fared. 
Local responses to the pandemic had threads of similarity in “glocales,” (a 
portmanteau of global and local) Prouty (2012). News and TV media portrayed Italian 
citizens in forced lockdown on their balconies serenading neighbors. Media giant Apple 
ran commercials with messages suggesting the arts may be used as a coping mechanism. 
Virtual performances on Zoom were commonplace. Government mandated lockdowns 
caused people to turn to music and culture as a balm to heal, narrate, or soothe the 




arts to heal their spirits while the pandemic ravaged through all walks of life – tugged at 
the spiritual center of my musician self. The researcher in me begged the question of 
what might be our response as music educators: Could music curricula foster students’ 
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Globalization and the geopolitical realities of the post-9/11   
World have driven home the need for U.S. graduates to be globally competent. 
—Madeline F. Green, Vice President for International Initiatives 
American Council on Education 
 
 
In this historical time of increased opposition to efforts at reversing long-standing 
patterns of exclusion, it is imperative that we redouble not only our scholarly 
efforts to understand, document and analyze these phenomena, but also our 
practical work to ensure that our scholarly community represents the kind of 
inclusion that we want to achieve in the broader world.2  
—Jason Seawright, President  
Qualitative and Multi-Method Research 
 
Background 
I became intrigued about intercultural maturity as a social phenomenon over the 
last decade of my university experience as an educator. Broadly defined, intercultural 
maturity is the appropriate and effective behavior and communication in intercultural 
situations. Successful engagement in intercultural situations is important because of the 
growing diversity in our workplaces and communities, even within a country, or 
continent. For example, within the continent of Africa, which is home to over 3000 ethnic 
groups—each with its own cultural system—the over one billion people comprise three 
times the population of the United States. We live in an evolving 21st century knowledge 
economy with increasing migrations, population movements, and cultural contexts 
(Nwosu, 2009). Perspectives of both sides determine if the intercultural engagement is 
	
2 From “Letter from the President.” by J. Seawright, 2018, Qualitative and Multi-Method Research. 




successful (Deardorff, 2009). Designing curricula for global classrooms with my jazz 
educator peers provided ample reason for deeper inquiry into jazz and intercultural 
maturity. Because jazz has a worldwide audience, as well as global communities of music 
practitioners and educators, the possibility of a syllogistic relationship within which to 
foster intercultural maturity came into focus. I became further intrigued about the 
distinctions within intercultural competence engendered by development of intercultural 
maturity. 
Intercultural experts have many points of departure on solutions to attain the 
complex set of individual dimensions comprising intercultural maturity. One cannot 
demonstrate intercultural competence until they have developed intercultural maturity in 
several individual traits and behaviors. There is some agreement from researchers that 
development of intercultural maturity requires interactants from different backgrounds 
(Deardorff, 2009; King & Baxter Magolda, 2005; Perez, et al., 2015; Taylor, 2016). 
During a conversation over lunch with researcher Dr. Darla Deardorff, editor of the 
SAGE Handbook of Intercultural Competence, it was brought to my attention that the 
intersection of intercultural maturity and jazz had no precedence in the literature. The 
revelation stirred an obligation to further excavate a case of study where jazz and 
intercultural maturity could be examined.  
The Expansion of Jazz Around the World 
What follows is the result of the genesis of this study, birthed through the 
motivations, coupled with four decades of experience as a working jazz musician and two 
decades as a jazz educator. Realizing there was no intersection of jazz and intercultural 
	
	 3 
maturity in the literature, my intrigue was further magnified. My burning question 
centered on how one becomes interculturally mature and capable of demonstrating 
intercultural maturity through interactions with different others. And, if intercultural 
maturity is the ability to successfully engage with different others in a variety of social 
settings, might jazz settings be the optimal “petri dish” to develop intercultural maturity? 
Jazz music experienced rapid expansion around the world, following two world 
wars and with seemingly no cultural parallel in speed or scope. It is said to be a global 
music because of this diffusion: 
Extending around the world, the jazz community is cosmopolitan: while jazz 
originated in the United States, members of the transnational jazz community can 
be natives of almost any land, and while many of them belong to the middle or 
upper classes, they can belong to any class. (Austerlitz, 2005, p. xiv) 
Unique adaptations of jazz grew outside of the United States in glocales forming global 
jazz connections. Jazz music has long been deemed a metaphor for globalization, 
reflecting a tension between global influences and America, and representing in sound 
America's identity in the world (Prouty, 2012, p. 151). An interesting paradox presents 
itself when pondering arguments that "jazz creates a virtual space where we can confront, 
learn from, and even heal the contradictions resulting from social rupture" wrote 
Austerlitz (2005, p. xvi) and the evolving discourse in the global jazz community. 
Ballentine (2012) wrote about such social rupture throughout the development of South 
African jazz, at a time when the “idea of ‘race’ was fundamental to South Africa’s socio-
economic, legal, and political framework” (p. xi). South African urban blacks embraced 
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American jazz and felt it reflected musical and social equality, and, as a musical idiom, 
represented a part of their culture. Ballentine confirmed:   
By adopting jazz, urban black South Africans were proudly and self-consciously 
identifying themselves as actors on the international stage of world history. But 
the identification went further. For jazz was not only international: at times it was 
also, significantly, a discourse aspiring to become the musical vernacular of the 
oppressed. Moreover, it was a discourse with explicit and historic roots in the 
continent of Africa and it had been cultivated by people of colour — people who 
were formerly Africans — in the United States under explosive capitalist 
development. The parallels with South Africa were obvious. (Ballentine, p. 10) 
Jazz musicians were once mostly Americans in the developing years of the late 
1800s. Early Jazz pioneer and bandleader, James Reese Europe startled European 
audiences on the band’s first appearance. Incredulous and demanding to know “what kind 
of instruments were being played” and “where was the music” (Badger, 1995, p. 193). 
However, the face of jazz is now true to the axiom, ‘born in America, created 
internationally’ with practitioners nearly in every part of the globe. Prouty (2012) 
discussed the emergence of virtual networks and web platforms which have leveled the 
playing field in jazz, forcing traditional hierarchies of knowledge and American 
exceptionalism to be replaced with collaborative lateral relationships “flattening” the jazz 
world (p. 152). What has resulted from this flattening is a discourse in jazz that many find 
difficult to negotiate because of the new national and global identities. Providing a 
layered discussion into the "evolving nature of a transnational jazz discourse," where 
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many in the global jazz community questioned different perspectives on jazz and identity 
in the 21st century, Prouty (2012) noted that deference and ownership of jazz as 
American hegemony no longer existed (p. 173).  
I sought to understand whether any relationship existed between the development 
of intercultural maturity and the study of jazz. The research embodied in this case study 
represented a distinct opportunity to examine if student activities in jazz subjects might 
ground new theories for attainment of intercultural maturity. A globally networked 
classroom of jazz students presented a unique environment to observe if interactant traits 
could mature, instigated through jazz curricula. The geographic separation of intact 
student cohorts from different cultures provided the criteria for testing intercultural 
competence.  
Since 2013, I have worked with teams of professors, instructional technologists, 
and senior administrators to plan and implement courses in globally networked learning 
environments (GNLEs). Together we built relationships with student and staff cohorts 
geographically apart, learning what is possible in such an educational setting. The 
privilege to serve as a Fulbright Senior Music Specialist in two separate residencies in 
Aarhus and Alborg, Denmark (2017) and in Pretoria and Cape Town, South Africa 
(2018) with some of those same cohort groups provided a platform from which to 
conduct this study.  
Research Problem 
Adequate preparation of culturally competent college students is a consistent topic 
in higher education (American Association of Colleges and Universities, 2007). 
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Acknowledging that culture and competence are contested terms, Spitzberg and 
Changnon (2009) defined intercultural competence as: 
The appropriate and effective management of interaction between people who, to 
some degree or another, represent different or divergent affective, cognitive, and 
behavioral orientations to the world. These orientations will most commonly be 
reflected in such normative categories as nationality, race, ethnicity, tribe, 
religion, or region. To a large extent, therefore, intercultural interaction is 
tantamount to intergroup interaction. (p. 7) 
Still, it is important to acknowledge that it is the individuals who interact, influenced by 
sociocultural groups in which they have membership. I must pause here to further 
distinguish between intercultural competence and intercultural maturity in order to focus 
this discussion going forward.  
What is intercultural maturity? One point of consensus in the research is that an 
interculturally mature person demonstrates the ability to navigate cultural interactions 
with different others. Demonstration of this ability is proof of intercultural maturity. 
However, cultural phenomena across groups will not have one explanation, and 
competence across settings requires nuanced sensitivity. There exist several theoretical 
frameworks in the literature where demonstration of intercultural maturity has significant 
agreement with notable nuances of difference: The Deardorff Pyramid Model of 
Intercultural Competence and the Deardorff Process Model of Intercultural Competence 
(Deardorff, 2006 and see Spitzberg & Changnon, 2009), the Intercultural Maturity Model 
(King & Baxter Magolda, 2005), and the Refined Developmental Model of Intercultural 
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Maturity, (Perez, et al., 2015). These frameworks emerged from scholars over the past 
several decades based on individuals’ capacities to achieve intercultural maturity. Models 
of intercultural competence are frequently divided into categories based upon how 
individuals traverse the paths to affect traits, behaviors, or cognition. The models 
generally are parsed into frameworks aligned in the following categories: (a) 
adaptational, a process of mutual adjustments of interdependent interactants; (b) 
developmental, stages of maturity in acquiring intercultural maturity; (c) co-orientational, 
shared meanings and mutuality of communication; (d) compositional, lists of relevant 
traits, skills, and characteristics of competency; and (e) causal, theoretical linear system 
of mediating variables (Reid, 2013 p. 44). 
Differentiation of intercultural competence terminology will further assist here to 
clarify the core concepts in this field. It is important to note many texts and much of the 
research about this skill set can be confusing. Deardorff (2015) elucidated: 
While there may not need to be consensus on terminology, it is important to 
recognize that there are indeed many different terms used for the same concept, 
and regardless the terminology, it is vital to understand how translated into 
practice in the respective disciplines and subjects so that the academy moves 
beyond ambiguous, frequently used and lofty terms to substantive, meaningful 
practice. . . intercultural competence (in contrast to cross-cultural competence, 
international competence, multicultural competence, etc.) implies interaction 
between those from different backgrounds, whether within a society or cross-
border. (p. 141) 
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What I have invited readers to ascertain thus far is: (a) individuals demonstrate the 
capacity for intercultural maturity when they are successfully able to interact with groups 
of different others in interculturally competent ways; (b) the convergence of the 
behaviors is considered successful when an individual is not threatened by groups of 
different others, and able to interact with empathy, support, and understanding in 
intercultural settings; and (c) intercultural maturity is a complex set of individual 
behaviors emerging from a person’s growth and development in cognitive, interpersonal, 
and intrapersonal domains. But how is this complex development achieved?   
Recent emphasis on skills needed by millennial college students suggested that 
intercultural maturity is a learning outcome determinant for 21st-century career success. 
Intercultural maturity is indeed a set of complex behaviors seemingly useful for college 
graduates. However, university administrators and college educators have endeavored to 
address this need through internationalization efforts with minimal success. Pusch (2009) 
urged for the understanding of the crucial skills needed by leaders to function in a global 
and intercultural environment "in this time of international connections" and during a 
time in our humanity where "human, economic, and environmental problems cannot be 
solved without crossing borders.” (p. 66). Study abroad programs have traditionally been 
embraced for their transformative potential toward college students achieving 
intercultural maturity. However, Brewer and Cunningham (2009) discussed why student 
experiences in study abroad programs do not develop intercultural maturity, positing that 
immersion in foreign cultures or international travel is insufficient (p. 1). One main 
reason for this was that presumed benefits from study abroad were undermined by 
	
	 9 
students’ inability to effectively manage and negotiate intercultural interactions. Green 
(2009) suggested that students need deep and meaningful experiences: 
Most institutions cannot rely on study abroad as the major source of international 
learning for their students, since so few have a significant proportion of their 
student body going abroad. Thus, institutions that are serious about producing 
globally competent graduates must think beyond a course requirement here or an 
international student festival there to a broader and deeper institutional approach, 
centered on the campus and in the curriculum [emphasis mine]. (p. xi) 
Competitive businesses want to hire interculturally mature employees, but a mere 7% of 
students in higher education achieve basic standards of global preparedness (Spitzberg & 
Changnon, 2009, p. 4). Employers presume that academic matriculation will groom 
students to become reflexive to the demands of any given business environment. New 
entrants in the work force are more competitive when they have capacities to engage 
across cultures. We know intercultural maturity is on corporate sector radars because of 
the signals emanating from business leaders. Educators are on record as looking for ways 
to connect students to global experiences. Spitzberg and Changnon (2009) observed a 
consensus among government, corporate, and business leaders that college students 
should be prepared to become competent global citizens and to teach others about their 
culture. Kalantzis and Cope (2006) concurred with these observations and suggested that 
“multilingualism, divergence, and enduringly deep diversity” (p. 409) were fundamental 
to an era of globalization. According to Keuppers (2016), in an increasingly global 
economy, “not pursuing an international experience can have an adverse effect on college 
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graduates securing employment" (para. 12). 
King and Baxter Magolda (2005) argued that achieving this set of competencies 
required a holistic approach through a conceptual, multi-dimensional framework with a 
focus on progress toward intercultural maturity. To understand how one comes to 
function as interculturally competent, an in-depth consideration of what comprises 
maturity in intercultural contexts is necessary. Research into this learning outcome 
suggested the capacity for intercultural maturity develops over time. King and Baxter 
Magolda (2005) synthesized a conceptual model from studies with college students, 
coalesced from aspects of Bennet’s (1993) intercultural development model, and from 
student development and holistic theories of self-authorship from Kegan (1994) and 
Baxter Magolda (2009). King and Baxter Magolda proposed a multi-dimensional 
framework of intercultural maturity over a developmental trajectory of dimensions. Their 
Intercultural Maturity Model (IM) (2005, p. 576) portrays intercultural maturity in three 
dimensions: cognitive, intrapersonal, and interpersonal maturity on a continuum from 
initial, intermediate, and advanced levels. King and Baxter Magolda (2005) urged 
educators to use multi-dimensional approaches rather than a one-dimensional approach. 
The three-level, nine-stage matrix illustrates how intercultural maturity develops through 
stages over time. A core tenet of the IM model is that increased engagement across 
cultures progresses an individual toward developmental maturation. 
A deeper dive into the qualities of each dimension in the King and Baxter 
Magolda (2005) IM model is useful for our discussion here. The IM model is 
characterized by capacities for an individual to communicate or behave as a result of 
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maturity in cognitive, intrapersonal, and interpersonal dimensions. Competence in the 
interpersonal dimension determines choices an individual makes while comparing how 
one views oneself in relation to others (p. 574). Self-development or identity-
development, as described in the model, is specific to competence in the intrapersonal 
dimension (p. 577) and understanding how people think about themselves is specific to 
development in the cognitive dimension (p. 575). Recent research in musicology offers 
interesting connections to all three of these domains. Jazz musicologists Berliner (2009), 
Monson (2009b), and Prouty (2012) suggested that jazz settings with international peers 
may provide the context in which students move beyond their comfort zones and develop 
skills to negotiate management of intercultural interaction.  
So far, we have discussed researcher consensus on the potential for college 
students to develop intercultural maturity, and I have briefly covered reasons for 
educators’ attempts with study abroad programs to address the gap in students’ 
development of intercultural competencies. Our discussion can now turn to a deeper 
examination of whether a specific genre of music can be useful or effective in looking at 
intercultural maturity. 
Rationale 
When looking for that with which to provoke intercultural maturity of college 
students one must solve the dilemma of effective environments and curricula designed as 
instigative tools for observable participant behaviors. Interaction with different others is 
necessary to develop intercultural maturity, and thus the cultural orientations of students 
geographically separated were important for this study. King and Baxter Magolda (2005) 
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recommended that for intercultural maturity to reach the full developmental capacity, 
several types of expertise must be gained, including “complex understanding of cultural 
differences (cognitive dimension), capacity to accept and not feel threatened by cultural 
differences (intrapersonal dimension), and capacity to function interdependently with 
diverse others (interpersonal dimension)” (p. 574). The King and Baxter Magolda (2005) 
Intercultural Maturity Model (IM) was chosen as the framework for this case study 
precisely because the researchers conceptualized their model of intercultural maturity 
from the research literature on college student and adult development (p. 573). Their 
conceptual framework provided a trajectory of developmental stages in cognitive, 
intrapersonal, and interpersonal dimensions:  
This framework is designed to reflect two elements that are not apparent in most 
of the existing literature on collegiate outcomes. First, in recognition that this is a 
complex collegiate outcome, we define intercultural maturity as multi-
dimensional and consisting of a range of attributes, including understanding . . . 
sensitivity to others. . . and a sense of oneself that enables one to listen to and 
learn from others. (King & Baxter Magolda, 2005, p. 574) 
The IM model emphasized another important tenet of the framework: a series of steps at 
varying speeds typify students’ ability to become capable of more layered learning and 
development of intercultural maturity. 
Interaction with different others provided the context for this case study of 
intercultural maturity, and music—specifically jazz topics and jazz culture—became the 
vehicle of examination. Mannes (2011) spoke about how “music can transcend cultural 
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constraints to become more of an experience that communicates across boundaries” (p. 
112). Jazz musicologists and educators suggested that a jazz GNLE may be a suitable 
testing ground. For example, Austerlitz (2005) posited about that relationship of music in 
social interactions:  
Along with gender and age, a person’s race is one of the things that most North 
Americans notice about each other upon meeting for the first time. Indeed, race is 
embedded in our psychological attitudes as well as our economic and social 
structures. While it would be ideal if we could be ‘colorblind,’ pointing out that 
race is a cultural artifact will not make it disappear. Similarly, while it would be 
ideal if the nomenclature of music genres did not reflect social inequities, 
discourse about musical genres cannot be separated from the unequal power 
relations that form the web of social life. (p. 5) 
Gillespie (1979) commented about the cooperative nature of Jazz, “That’s the way the 
world should be structured, I think—cooperation mixed with, never overshadowed by, 
competition.” A trend among classical composers like Milhaud, Stravinsky, Hindemith 
and Ravel using jazz in their compositions was noted by Nicholson (2014) as important 
to the “American musical establishment—usually Eurocentric in outlook”—recognizing 
jazz as important (p. 174). Further confirmation of the impact of jazz and language 
among international populations was the “enshrinement in the congressional resolution of 
1987” (p. 106) declaring jazz as an international language.  
 Within a given jazz community there exists cross-cultural contact where over 
time, individuals mutually influence one another. The influence may be a result of the 
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distinct discourse of ideas expressed in music and in language, posing the questions of 
which values and ideologies are dominant. Monson (2009b) stated that “the interactive 
creation of music and cultural heterogeneity and identity are viewed as interrelated” (p. 
192). In jazz in particular, Prouty (2012) reminded us to be aware of the powerful 
malleability of relationships in global jazz communities (p. 173). This statement 
reminded me of experiences as a visiting lecturer engaging with global jazz students who 
at the outset may have shared similar musical orientations but were diametrically opposed 
in cultural values and thus competencies. Prouty’s assertion suggested that global jazz 
communities of geographically separated groups may have opportunity to learn and be 
influenced by one another via a common thread of jazz. The jazz music culture is 
enjoyed, performed, and studied by people of various ethnicities all over the world, and 
its lessons have become relevant to people everywhere (Austerlitz, 2005, p. x). Education 
researcher Ramsey (2004) discussed how intentional instruction and specific curricula 
content gave music students a chance to develop social and emotional competencies. 
Austerlitz (2005) described the phenomena of a jazz consciousness as an amalgam of 
national and global jazz identities formed in geographic locales outside of the United 
States (p. xvi). Monson (2007) discussed cultural contexts in jazz and the scope of jazz as 
a social community, highlighting the discursive changes closely paralleling socio-
political developments such as the Civil Rights Movement. Many core issues about cross-
cultural influences may become clouded if such contexts are not considered. Monson 
cautioned that “arguments over who swung and who was the most innovative were often 
tacitly implying race despite the insistence of the combatants that they were ‘colorblind’” 
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(p. 80). Monson (2009b) also asserted that in any given generation, this “social process” 
is akin to jazz improvisation more specifically: 
Each individual musician, in addition, has his or her own idiosyncrasies, 
peculiarities, and style. In an improvisational situation, it is important to 
remember that there are always musical personalities interacting, not merely 
instruments or pitches or rhythms. It is not uncommon for players to express this 
musical process of interaction in interpersonal rather than musical terms, which 
makes sense in a form in which performance and the creation of musical ideas are 
not separated. (p. 84) 
The arguments above, of research written by jazz musicologists and researchers about the 
social nature of a global jazz community, were compelling for choosing jazz as the genre 
of study. Some arguments echoed one another about the existence of a jazz community. 
Others cautioned the creation of a ‘kumbaya’ imagery may imply a happy community of 
global jazz members. Still, these are the questions supporting my query for a case study 
of intercultural maturity to determine whether such a model had explanatory potential in 
a web-based context. The context of a GNLE—an interesting alternative to study abroad 
when considered as a teaching and learning paradigm instead of just a modality of 
teaching with technology—facilitated rich descriptions and data to gauge students’ 
demonstration of the domains of the King and Baxter Magolda IM model. There exists in 
jazz scholarship vocabularies and subtle critical languages to fully examine the cultural 
dimensions of recorded jazz performances and jazz compositions (Solis, 2014 p. xiii). 
Adding jazz curricula and pedagogy to the GNLE environment, situated between cohorts 
	
	 16 
geographically apart, allowed for a reimagining of the IM model. The new model, named 
A Jazz Orientation to the Three-Dimensional Developmental Trajectory of the 
Intercultural Maturity Model, will be discussed later. 
Purpose of the Study and Research Questions 
The purpose of this study was to examine the cognitive, intrapersonal, and 
interpersonal development of intercultural maturity among college students engaging in 
globally networked learning environments where students studied jazz. The study was 
guided by the following questions: 
1. What are the activities and interactions of jazz that appear to influence students’ 
movements toward or away from intercultural maturity? 
2. What are the indicators from participants of cognitive, intrapersonal, and 
interpersonal intercultural maturing that occur in a GNLE focused on jazz? 
In jazz education research, many paradigms have been explored for efficacy of 
instruction, for the impact of interventions, and structural curricula reform. If efficacy in 
jazz improvisation has the power to influence who is deemed “worthy” among musicians 
in the jazz culture, it will be interesting to employ this same influence. Can students 
studying jazz in the topics described above demonstrate developmental domains of 
intercultural maturity?  
Significance of the Study 
The goal of my inquiry through a case study in a jazz GNLE into college 
students’ intercultural maturity was to learn if it is possible to utilize aspects of jazz 
curricula to foster development of this complex set of traits. When I refer to jazz, I am 
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using the term with respect to jazz culture, specifically the students’ lived experiences 
resulting from engaging with global peers through performing and discussing jazz 
improvisation, jazz composition, and jazz history. The opportunity therein could 
reverberate for intercultural maturity development and the impact of curricula for music 
educators and GNLE designs. College students can traverse a continuum of cultural 
differences as a result of the virtual and actual mobility afforded in attaining a degree, 
e.g., study abroad and internship opportunities and/or coursework in global and 
international studies. Spitzberg and Changnon (2009) placed further emphasis on how an 
individual matures as a result of interaction in group(s). Thus, interaction in groups is 
needed for intercultural maturity to develop. The dynamic among the group is fostered 
through "ongoing study, observation, and interaction with representatives of another 
culture" (p. 21). Within the global communities of jazz education exists a transnational 
conversation with highly contested issues of attribution, race, exceptionalism, and 
nationalism. Relative to a GNLE based on jazz, this study examined the extent to which 
intercultural maturity might manifest and how similarly in all global locations.  
The essence of being human is inherent in understanding why we like music 
(Levitin, 2006), and jazz music is a “cultural reflection of America’s exuberance” 
(Davenport, 2009; p. 7). Monson (2009) stated that the improvising artist is always 
making musical choices in relationship to what everyone else is doing (interpersonal 
dimension) (p. 23), that people construct their identities and social space based on many 
viewpoints (cognitive dimension), and that in order to impart meaningfully on your 
instrument you must listen to the whole band (intrapersonal dimension) (p, 31). What is 
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implied here may suggest that intercultural maturity may develop because of the 
cognitive, interpersonal, and intrapersonal domains activated by the jazz activities. The 
process of performing or creating jazz requires acute awareness of an individual 
(cognitive). As a result of participation and the inherent interactions with bandmates 
performing together, feelings about one’s personal identity factors into the interaction 
(interpersonal). Confidence in one’s own ability to participate, as expected by all 
members, factors into the responses and interactions among the group (intrapersonal).  
Being a musician affords one many opportunities for self-authorship. Berliner 
(2009) stated “special aptitude for jazz” provides young performers with an identity 
among their peers and a way of distinguishing themselves from their parents 
(intrapersonal dimension) (p. 3). (Claiming identity as a musician at a young age was 
certainly a provocative motivator for my perfect attendance in school band rehearsals!) 
Berliner further described the intercultural maturity aspects jazz holds for students: 
The value that the jazz community places on personal responsibility is especially 
appropriate for the artistic growth of initiates. Self-reliance requires them to select 
their own models for excellence and to measure their abilities against them. It 
enhances their powers of critical evaluation, cultivates their tastes, and provides 
them with an early sense of their own individuality. Overall, the jazz community’s 
educational system sets the students on paths of development directly related to 
their goal: the creation of a unique improvisational voice within the jazz tradition. 
These aspects of the young artists’ self-awareness illuminate fundamental areas of 
the jazz community’s musical life and artistry. (p. 12) 
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However, King and Baxter Magolda (2005) cautioned that the litmus test of intercultural 
maturity is application of the aspects within the domain.  
The discussion that follows in this study examines how an individual could 
demonstrate understanding and skills to interact successfully between groups with 
cultural differences, and with the appropriate application in context (p. 572). Students 
engaged through jazz topics and interacted among different others, optimally focused on 
outcomes in the music. I crafted course activities inherent in performing and creating jazz 
to leverage the social processes of which Berliner and Monson spoke, and to allow for the 
application of the participants’ developmental skills denoted as indicators along the 
continuum of the Intercultural Maturity Model. I have heretofore discussed the subjects 
in the genre of jazz as probable tributaries of inquiry to explore development of traits in 
the requisite domains needed to attain intercultural maturity. The application of these 
traits requires a suitable environment. This environment must contain different others—
preferably as stated in the literature—geographically apart in orientation and culture. The 
globally networked learning environment of the cohort groups for this study afforded 
such an environment and classroom demographic. I will next share the rich array of 
literature that was reviewed to negotiate an understanding of the complexity within 
intercultural maturity, followed by the logistics of observing students through the 
requisite layers of jazz education topics. I share the results of the observation in a novella, 
and in the final chapter reveal the journey of the data collection, research analysis, results 
(Reverberations) and recommendations (Riffs). Informal last thoughts are shared in the 
final pages (Coda). I danced to the music of this case study and hope you will don a pair 
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CHAPTER TWO  
Globalisation and diversity are two of the grounding phenomena of our times.  
(Kalantzis & Cope, 2006, p. 402) 
 
Review of the Literature 
It helps to be a bit of bookworm when embarking on a review of all that is written 
on a given topic. Luckily this was my true nature since being a very young child. I 
journeyed down the road of intercultural maturity literature wide-eyed; excited, a bit 
overwhelmed, but undaunted. In order to frame the discussion for intercultural maturity 
and excavate the relevant factions of this vast topic with respect to college students, it 
was necessary to review decades of intercultural competence literature intended for 
business and internationalization audiences. College students’ intercultural maturity is a 
recent segment of discourse in the intercultural competence literature. The conversation 
of how to become interculturally competent—through developing intercultural 
maturity—is essentially a conversation about personal development.  
To provide a context for this study, relevant literature was reviewed in the 
following areas: Intercultural Maturity, Globally Networked Learning Environments, and 
Jazz. Additionally, a segment of literature on pedagogical approaches for jazz history, 
jazz composition, and jazz improvisation are reviewed. An examination of literature in 
music education research and jazz scholarship revealed a dearth of resources on jazz and 
intercultural maturity. As a result of the lack of specific literature on any relationship 
between jazz and intercultural maturity, it was necessary to examine a combination of 
sources to ground the inquiry. It was important to ground inquiry in jazz education 
literature to learn of developmental traits embedded in behaviors or communication in 
	
	 22 
jazz practitioners. I examined sources that were autobiographical and biographical in 
nature, focused in areas where jazz musicians have lived experiences within their 
respective roles. Some sources exploring human and personal development supported 
discussion around jazz as a vehicle for intercultural maturity and were also reviewed for 
purposes of this study. It is my intent that the literature review that follows provide a rich 
basis for interpreting students' movement across the initial, intermediate, and mature 
continuum toward intercultural maturity. And further, the literature may elucidate ways 
to identify any influence imparted as a result of students studying and engaging in 
activities with jazz topics. 
 Literature on intercultural maturity in relationship to college student development 
comprised the bulk of reviewed inquiry. As such, the next layer of inquiry drilled down 
to a focus on examination of the literature on Bennet’s (1993) model of intercultural 
sensitivity and intercultural development, and Kegan’s (1994) ideas of self-authorship, 
individual and environmental meaning construction. These two areas of research nurtured 
King and Baxter Magolda’s (2005) developmental framework of college student 
development of intercultural maturity. Sharpening the focus on intercultural sensitivity 
and self-authorship then entailed a further examination into King and Baxter Magolda’s 
Intercultural Maturity Model (IM). I examined the distinctions within the nine-step 
matrix of their model, canvassing areas of cognitive, interpersonal, and intrapersonal 
domains cycling through initial, intermediate and mature stages of development.  
Literature in the next section on globally networked learning environments 
(GNLEs) were examined for information on the uses of GNLEs as adequate 
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environments where students can make meanings of their experiences as they engage 
with global peers. This case study is contextualized in a GNLE, and every aspect of the 
study is touched by the environment. Participants’ response in a geospatial context is 
influenced by the socio-culture of each university. Creating course activities facilitated in 
a GNLE required delving into what elements would launch affective behaviors in faculty 
and students. As a result of these considerations, additional literature was examined on 
Technology-Based Music Instruction (TBMI) (Dorfman, 2013). The intent was for such 
an examination to elucidate which pedagogical elements—when situated in a geospatial 
context—might elicit emotional reactions and socio-cultural biases in the study 
participants and along the developmental continuum toward intercultural maturity. Also, 
literature on the technological training of the faculty cohort members, as well as 




 Researchers have various opinions on intercultural maturity indicators, largely 
dependent on how one develops aspects of maturity, and the order of appearance in the 
individual of the developmental traits. Bennett and Bennett (2001), Deardorff (2009), 
Deardorff (2015), Kegan (1994), King and Baxter Magolda (2005), Perez et al., (2015), 
and Reid (2013) have not agreed on what it means to be interculturally mature. However, 
their arguments have some consensus that intercultural maturity is necessary to 
demonstrate competence in the ability to communicate effectively in cross-cultural 
situations across a variety of contexts. Bennett (1993) listed intercultural development 
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and intercultural sensitivity as concepts defining intercultural maturity. Self-authorship 
was listed as most iterated by other intercultural maturity researchers (Baxter Magolda, 
2001; Kegan, 1994). However, these concepts do not distinguish which elements are 
most crucial (Deardorff, 2006; Pusch, 2009; Spitzberg & Changnon, 2009). Common 
themes of identity, self-awareness, resilience, empathy, and meaning-making, arise in 
numerous models of intercultural maturity (Perez et al., 2015). Empathy, perspective-
making, and adaptability are qualities important for the individual to advance in 
intercultural maturity as she/he becomes aware of self (intrapersonal) and others 
(interpersonal) (King & Baxter Magolda, 2005).  
 When one interacts with others appropriately and effectively and manages the 
engagement well, one is said to demonstrate intercultural effectiveness. However, many 
models consider more than the behaviors and decisions of the individual and align other 
orientational factors, including ‘systems-theories,’ context and outcome. Spitzberg and 
Changnon (2009) discussed culture as a contested term. For the purposes of this 
discussion, I will settle with the meanings engendered by the rituals and customs, values, 
beliefs, and attitudes, and consider it not only in the situation in which we are born, but in 
how one maintains ongoing cultural interactions (p. 4). Despite this range of intercultural 
communication effectiveness models, a focus on individual development has the best 
probability for an explanatory framework for intercultural maturity (p. 7). 
 Intercultural maturity is not to be understood as a by-product of achieving cultural 
humility, or a balanced mixture of respect and cultural self-awareness. Deardorff (2015) 
discussed the myths around intercultural maturity in organization, business and academic 
	
	 25 
settings. Organizational cultures will impact the behavior of students and faculty, and an 
expectation of adherence to the culture is implied. Self-awareness and adaptability are 
markers for the cognitive, interpersonal, and intrapersonal maturity needed to succeed 
within these environments and global competence can be an outcome of developing 
intercultural maturity (Baxter Magolda, 2000; King & Baxter Magolda, 2005; Spitzberg 
& Changnon 2009). Deardorff (2006) culled the first research-based definition and 
framework of intercultural maturity and subsequent research in internationalization and 
global competence. In defining global competence, Deardorff stated: 
Global competence is the capacity to analyze global intercultural issues critically 
and from multiple perspectives, to understand how differences affect perceptions, 
judgments, and ideas of self and others, and to engage in open, appropriate and 
effective interactions with others from different backgrounds based on a shared 
respect for human dignity. (p. 257) 
 Conceptualizing communication competence is difficult within a given culture, as 
diversity increases within contexts and across understandings among group members. 
The difficulty can be compounded by ideas of generational members and situational 
ideologies. Researchers have identified approaches, perspectives, paradigms, models of 
intercultural maturity, and models of intercultural communication competence. A 
rationale for the phenomenon of intercultural maturity was framed by Spitzberg and 
Changnon (2009). Useful in their analyses were reviews of several theoretical models of 
intercultural maturity, conceptual issues relevant to the models reviewed, and a brief 
history with synoptic review of select models (p. 3). Core to their definition of 
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intercultural maturity is the concept that intercultural maturity is achieved through 
interaction between groups, and the individual human "is still the most intuitive 
fundamental theoretic lens of explanation" (p. 7). Though scholars and educators may 
attempt to understand the nature of competence in native communication and the 
requisite adaptations across cultural contexts, it is equally important to consider process 
and causation in terms of human activity over time (p. 5). The Spitzberg and Changnon 
(2009) chapter provided several diagrams illustrating the core concepts of intercultural 
maturity theories. Again, the importance of the individual interactants, molded through 
time and frequency of connections, allowing for meaning-making and experience of 
different others. 
 Identification of the direst attributes for higher education students to acquire 
intercultural competencies had a narrow range in the literature. Deardorff (2006), 
Hofstede (2009), King and Baxter Magolda (2005), and Pusch, (2009) argued for 
opinions on what areas of developmental domains are crucial in the constellation of 
intercultural maturity skills. Specific components of intercultural maturity most noted 
were focused on the students' personal attributes including curiosity, openness and 
respect for other cultures. Individual traits of students are to be considered with program 
outcomes and course outcomes influenced by curricula. Critical distinctions of 
understanding in curricula most important for faculty and administrators to effectively 
measure their internationalization efforts were centered in cultural relativism (Austerlitz, 
2005), understanding unwritten cultural assumptions (Deardorff, 2006; Hofstede, 2009) 
and framing for instructional situations (Prouty, 2012, see also Perez et al., 2015).  
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Models of Intercultural Maturity 
 
An interesting find was a definitive study which revealed intercultural scholars 
and academic administrators— although not in agreement on all concepts—concurred on 
definitions regarding intercultural competencies. The competencies of focus were in the 
areas of communication and behavior in intercultural situations in a study titled The 
Process Model of Intercultural Competence (Deardorff, 2006). It is the “first study to 
document consensus among top intercultural scholars and academic administrators on 
what constitutes intercultural maturity and the best ways to measure this complex 
construct” (p. 242). The point of consensus among educators and administrators found to 
be of most surprise was consensus of the importance of cognitive skills, “including 
comparative thinking skills and cognitive flexibility" and that "one component alone is 
not enough to ensure competence” (p. 248).  
The Process Model of Intercultural Competence is depicted in a cycle of four 
categories where development should be demonstrated. The categories of the model are 
parsed to show: (a) attitudes; (b) knowledge, comprehension, and skills; (c) desired 
internal outcomes; and (d) desired external outcomes. This model is significant in the 
sixty-year history of the field of intercultural maturity for several reasons. It combined: 
(a) the most current thinking from intercultural maturity scholars instead of theories from 
one or two experts; (b) is flexible to accommodate for changes in worldviews on 
intercultural maturity; and (c) acknowledges that developing intercultural maturity is an 
ongoing process coalescing skills, behaviors, attitudes and emotional responses (p. 401). 
The area of research involving intercultural communication and competencies is a 
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topic requiring delineation of models to understand the choice best aligning with college 
student development. The categories of intercultural competencies are divided according 
to the path to attain intercultural maturity. The complex set of nuanced behaviors needed 
to effectively interact with different others while maintaining identity and respect for self 
and others are separated in categories of the stages and movements of the individual 
experiences. Reid (2013) dissected the intercultural competence models that parse out 
how intercultural maturity is developed: (a) causal; (b) compositional; (3) co-
orientational; 4) adaptational; and 5) developmental: 
1. Developmental models are concerned with the stages of maturity and 
emphasize that competencies develop over time, individually, relationally or 
both. (Reid, 2013; Spitzberg & Changnon, 2009). Popular models in the 
developmental path are the King and Baxter Magolda (2005) Model of 
Intercultural Maturity and the Bennet (1993) Developmental Model of 
Intercultural Sensitivity. 
2. Causal path models focus on a linear system where theoretical variables effect 
other variables downstream or upstream in moderating and mediating activity. 
The best-known example of this model is Arasaratnam’s (2006) Model of 
Intercultural Communicative Competence.  
3. Compositional path models focus on components of intercultural interaction 
with no relationship between the components. An example is Deardorff’s 
(2006) Pyramid Model of Intercultural Competence.  
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4. Co-orientational paths are ideated around shared meanings and mutuality of 
communication. People from divergent backgrounds finding common ground 
to orient around understanding one another is a core tenet of this path. Strong 
examples are the Intercultural Interlocutor Competence Model (Fantini, 1995) 
and the Intercultural Competence Model (Byram, 1997).  
5. Adaptation models emphasize the interactants and adjustments during a 
process of ongoing engagement with different others. Like co-orientational 
models, adaptational models measure the process of adaptation as evidence of 
competence (Spitzberg & Changnon, 2009).  
The King and Baxter Magolda Intercultural Maturity Model 
 
The developmental category is of most relevance to this study because it orients 
the individual path of progression toward intercultural maturity. The developmental 
intercultural maturity model used for this study is the King and Baxter Magolda (2005) 
Intercultural Maturity Model (IM). Their conceptual framework is constructed on the 
premise that intercultural maturity develops along a continuum of three domains of 
development. Between these domains are gradations of intercultural sensitivity that 
develop as a result of group interaction fostering levels of maturation. The three relevant 
traits for intercultural maturity are: (a) cognitive; (b) intrapersonal; and (c) interpersonal 
domains of development. 
Intercultural maturity remains the most unresolved issue on college campuses and 
entry-level candidates from the pool of college students have been reported by businesses 
and corporations as being the least equipped with intercultural maturity skills. Increasing 
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global interdependence has prompted an urgent educational priority to produce 
interculturally competent citizens who can engage in informed decision making when 
confronted with problems that involve a diversity of perspectives. King and Baxter 
Magolda (2005) focused on the development of intercultural maturity of collegiate 
students, embracing a holistic approach to human development. (p. 571). Distinguishing 
"maturity" as a developmental capacity undergirding the way learners come to approach, 
act and understand their concerns. Their IM was culled from attempts to integrate insights 
from existing theories of human development: 
 This framework appears in a 3 x 3 matrix, linking three domains of development 
(cognitive, intrapersonal, and interpersonal) with three levels of development 
(initial, intermediate, and mature). Figure 1 thus consists of nine cells that show 
how development in each domain unfolds across three developmental 
benchmarks, the last of which (the far-right column) describes the kind of 
maturity that is consistent with the description of intended collegiate outcomes 












A Three-Dimensional Developmental Trajectory of Intercultural Maturity3 
 
 As illustrated in Figure 1, the IM provides contextualization of cognitive, 
intrapersonal, and interpersonal developmental stages. The first row of Figure 1 describes 
the cognitive dimension and how people think about and approach issues of diversity. As 
	
3 King, Patricia M., Baxter Magolda, Marcia B. "A Developmental Model of Intercultural 
Maturity." Journal of College Student Development 46:6 (2005), 576, Table 1. © 2005 The American 
College Personnel Association.  Reprinted with permission of Johns Hopkins University Press.	
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an example, in this initial development level, people are stuck in ideals of right and 
wrong and resist knowledge challenges. In the intermediate phase of the cognition 
dimension, awareness is evolving and there is a shift from authority to autonomous 
knowledge. In the mature phase, people can shift perspectives and are consciously 
choosing to adapt to multiple cultural frames (p. 575–6). 
 In the second row, the intrapersonal dimension, the initial level of development 
focuses on how people view themselves and includes a range of identity-related topics 
having impact on the way one interacts in intercultural situations. At this level, people 
have a general lack of awareness of: (a) cultures; (b) intersections of social roles; (c) the 
need to be able to be comfortable with others; and (d) differences are viewed as threats. 
The intermediate level of the intrapersonal dimension is demonstrated when a person 
recognizes the legitimacy of other cultures, and their identity begins to evolve distinct 
from external perspectives. The final or mature level of the intrapersonal dimension is 
characterized by a strong sense of self-identity and the integration of one's identity, both 
of which provide for culturally sensitive behavior, and a well-considered basis for 
intercultural interactions (p. 577–8).  
 In the third row of Figure 1, the interpersonal dimension, is characterized by an 
initial level of development where identity is dependent on being like others, a lack of 
awareness for social systems and norms, and a general ego-centeredness. At the 
intermediate developmental stage, there is a marked willingness to interact with others 
and a tendency to explore how social systems affect group norms. At the last corner of 
the nine-stage matrix, the mature level of the interpersonal dimension, a person can 
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engage in diverse interdependent relationships, is willing to work for others' rights, and 
understands intersections of social systems (King & Baxter Magolda, p. 580). 
 In categories aligned with the cognitive, intrapersonal, and interpersonal maturity 
domains of the King and Baxter Magolda (2005) Intercultural Maturity Model, another 
set of researchers offered concomitant results in their research. Mendenhall et al., (2008) 
created an instrument to measure intercultural effectiveness, called the Intercultural 
Effectiveness Scale (IES). Mendenhall et al., (2008) posited if higher education scholars 
seek to design course outcomes for students to work effectively with those who are 
culturally different and adapt to the new cultural environment, it is crucial to predispose 
students to be open to differences in a positive cognitive/emotional way and avoid being 
judgmental. The IES is administered in a pre- and post-test document and addresses nine 
competencies in three categories: a) Continuous Learning (Exploration and Self-
Awareness)/Cognitive domain; Interpersonal Engagement (Global Mindset and 
Relationship interest)/Interpersonal domain; and Hardiness (Positive Regard and 
Resilience)/Intrapersonal domain. Though not used for this study, it is one of the 
instruments useful for intercultural maturity measurements in college individuals and the 
stages outlined in the King and Baxter Magolda IM Model. 
 Demonstrating intercultural maturity involves building many layers of awareness, 
including complex understanding of cultural differences (cognitive dimension), capacity 
to accept and feel unthreatened by cultural differences (intrapersonal dimension), and 
capacity to function interdependently with diverse others (interpersonal dimension). In 
sum, the distinctions of the developmental domains along the continuum along cognitive, 
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interpersonal, and intrapersonal domains within the King and Baxter Magolda (2005) 
Intercultural Maturity Model address the questions of how people come to understand 
cultural differences (p. 574). Understanding cultural differences facilitates intercultural 
competencies and allows people to act in ways that enable them to interact effectively 
with others from different racial, ethnic, or social identity groups (Bennett & Bennett, 
2001; Brewer & Cunningham, 2009; Deardorff, 2006; Deardorff, 2015; Spitzberg & 
Changnon, 2009).  
Cognitive Maturity Parameters. Lived experiences of musicians are informative 
to learn about behaviors emanating through the music and the cognitive development of 
those participating in the music. Researchers have consensus that learning in social 
settings aids development of cognition and cognitive growth and can be a result of 
relational exchanges (Barrett 2010; King & Baxter Magolda, 2005, Levitin, 2016; 
Meachem, 2001; Vygotsky, 1986). Walton (2014) identified simple cues of social 
connection that allow people to merge psychologically with others. These cues can be 
instances of cognitive consonance of a shared birthday instigating a social connection 
with a classmate, effecting motivation to interact and bond. Storytelling sociology 
researcher Brown (2015) believes “that the most useful knowledge about human behavior 
is based on people’s lived experiences . . . and finds this knowledge and truth in a full 
range of sources” (p. xiii). Researchers agree that music is a powerful source for people’s 
lived experiences (Kim, 2009; Patel, 2008; Ulanov, 2009; Wooten, 2006), and music 
evolved because it promoted cognitive development (Levitin, 2006, p. 260). One of the 
most challenging aspects of becoming self-aware is the realization that you have 
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deliberately shunned being vulnerable to input or feedback and the personal cost to your 
psyche (Brown, 2015). 
 When faced with the axiom ‘proof is truth,’ what constitutes knowing is front and 
center in a globally networked classroom between culturally disparate students. Hartman 
(1990) pointed to the epistemological, ontological, and value questions which are a 
continuous challenge in any knowledge search (p. 3) “and pressed for an answer about 
what constitutes knowing.” The participants’ interactions will affect knowing, and the 
musical discourse will become coherent because of the cognitive relations (Patel, 2008). 
Because physical distance in a GNLE could cloud participants’ objectivity, effective 
activities are core to engage cooperative interaction and collaboration (Starke-Meyerring 
& Wilson, 2008), and cognitive maturity is dependent upon how much value the 
individual places upon self-awareness (Hartman, 1990). 
Intrapersonal Maturity Parameters. Maturity in the intrapersonal domain 
would present as someone who views differences as bridges to one’s own identity. 
Intrapersonal maturity is marked by self-awareness of a multiplicity of realities, 
embodied in persons who are interculturally fluid and able to psychologically and 
socially adapt to a new culture (Pusch, 2009). Conversely, a lack of understanding of 
other cultures, and views that others are a threat to one’s own identity would indicate a 
low level of intrapersonal maturity. (Deardorff 2009a; King & Baxter Magolda, 2005; 
Spitzberg & Changnon, 2009). 
Interpersonal Maturity Parameters. Axioms come to mind that carry the core 
tenant of interpersonal maturity: It is best to think of being mindful to treat others as one 
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would want to be treated. The ability to have appropriate and effective behavior with 
others is a marker for intercultural maturity. For the discussion of intercultural maturity, 
the ‘golden rule’ is both colloquial and global, but not, cautions Deardorff (2015), to be 
confused with an understanding that holds true for everyone across the globe. Kim (2009) 
discussed the multi-faceted career of cellist Yo-Yo Ma, who, “born to Chinese parents 
living in Paris, spending most of his formative years in New York” (p. 60) and Juilliard 
educated, was very agile in his identity and cultural orientation. Ma described his musical 
influences as having many tributaries and considered the tapestry of his fortunate 
experiences to be the source of his successes. For an identity drawn from many cultural 
orientations, he exemplifies maturity in the interpersonal domain where meaningful 
engagement and interdependent relationships marked his persona (Kim 2009; King & 
Baxter Magolda, 2005; Spitzberg & Changnon, 2009). 
Jazz and Intercultural Maturity 
 
For this segment of the literature review, I perused research on intercultural 
maturity and used jazz as a lens. Without a precedence for research of any causal 
relationship between jazz and intercultural maturity, literature was reviewed here to 
ground inquiry. What was reviewed was literature focused on relationship of music with 
intercultural maturity frameworks, and social science research in personal development 
and group behaviors of jazz musicians. Also useful was historical, biographical and 
autobiographical literature of the lived experiences of jazz musicians, musical concepts in 
curricula for jazz composition, jazz improvisation, and research about jazz pedagogy.  
The music genre of Jazz has practitioners in glocales of international communities 
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with gradations of experience in the art form; however, the focus on music environments 
to instigate intercultural maturity has not yet been studied. Music students who are 
provided an opportunity to interact with global peers in settings together, (e.g., 
international festivals or conferences, or in classrooms, with study abroad peers) do not 
necessarily develop intercultural maturity. Proximity is not an agitator for the 
developmental changes to emerge. A socio-culture of different others, where identity, 
self-awareness and behaviors are provoked, can enable opportunities for development of 
intercultural maturity through the common ground of music. Helm Hammonds et al., 
(2015) examined scenarios where educators could investigate phenomena that implied 
why cognitive, interpersonal, and intrapersonal changes might occur when music students 
interact. This case study of the instigative properties in jazz subjects—particularly jazz 
composition, jazz improvisation and jazz history—examined aspects of these subjects’ 
promotion or constraint of intercultural maturity in college jazz students. Learners 
involved in jazz composition and improvisation tap into areas of vulnerability about their 
creative abilities and musical skills (Goodrich, 2007; Kelly, 2013; Wiggins 1997). Both 
topics require reflexivity in creative expression and musical experience. Expressing 
personal opinions and beliefs with peers facilitated through jazz history topics in group 
discussions elicit a range of student interactions (Goodrich, 2013; Helm Hammonds & 
Oritsejafor, 2015; Makhathini, 2021; Prouty, 2012; Wooten, 2006).  
Musical training fosters skills to discern between emotions, with the 
angry/frightened emotional domain registering higher than the happy/sad emotional 
domain. Music affects the neural network of the brain (Levitin, 2006; Mannes, 201; Patel, 
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2008). Patel (2008) found research to support the premise that music study aids in 
development of cross-domain influences (p. 348-9). Levitin’s groundbreaking 
contribution to music research lifted the fundamental argument of music as an 
evolutionary adaptation tool in humans. Mannes (2011) cites Levitin: 
I come at this from a kind of bias which is that the human genome is crowded. We 
only have about twenty-two or twenty-three thousand genes, and that’s not a lot to 
do all that they have to do. The vast majority of our genes are doing kind of 
housekeeping functions. So, if something’s in there it’s there for a reason. And if 
music’s been in there for as long as we think it has, it must be serving some 
evolutionary function; otherwise, the genome would have kicked it out. (p. 113) 
The process of learning jazz improvisation requires students participate in the act 
of trying to improvise in front of peers. It is in this scenario where judgment from peers 
elicits consternation about the attention and opinions of others, especially from peers. 
Much of the discourse about jazz in academia supports the dialogue in the global jazz 
community that learning music in social contexts is a cultural tradition and parallels exist 
in most, if not all, indigenous music, including jazz music (Austerlitz, 2005; Berliner, 
2009; Monson, 2009; Prouty, 2012). Studying jazz in an academic setting offer students 
the opportunity to express ideas and work together in community (Austerlitz, 2005; 
Berliner, 2009; Monson 2009b). Efficacy in jazz improvisation has a bearing on identity 
and self-esteem starting at the student level (Goodrich, 2007; Madura Ward-Steinman, 
2008; Wehr-Flowers, 2006) and continuing well into the adult amateur and professional 
level (Boeyink, 2015; Bromley, 2019; Kelly, 2013; Makhathini, 2021; Wiggins, 1997). 
	
	 39 
The genre of jazz music offers a distinct set of features with which to examine student 
acquisition of intercultural maturity. 
The transnational discourse in the global jazz community around issues of 
American exceptionalism, global identities in jazz, and perceptions about attributions of 
jazz music and jazz origins needed to be addressed as a point of class discussion in a jazz 
GNLE. This case study was framed in part through a lens of global perceptions about jazz 
culture, inspired by Prouty's (2012) research on global perceptions about jazz and jazz 
education. The international collaborations within a jazz GNLEs will be affected by 
perceptions of American exceptionalism. Researchers have reported interesting 
phenomena arising from this transnational discourse in communications amidst 
intercultural partnerships (Ballantine, 2012; Helm Hammonds et al., 2015; Monson, 
2009; Prouty, 2013). O’Meally (1998) discussed how, confounding the question of 
American exceptionalism is “the fact that “virtually all” of jazz’s indispensable 
pathfinders have been African American” (p. 3). There is no dearth of opinion that jazz 
music is based on an African foundation emerging from an American environment 
(Baraka, 2009; Kelly, 2013; Makhathini, 2021; Miller, 2008; Monson, 2009a; O’Meally, 
1998; Weston & Jenkins, 2010). However, this opinion is of serious public debate in the 
global community.  
Distinguishing what is understood by a jazz culture would need clarity in the 
literature naming elements of such culture. Evidence of distinguishing elements of the 
culture of jazz as used in this study include Americans, elements of African culture, and 
musicians sharing the commonality of jazz topics and performance. Baraka (2009) 
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defined culture as the result of a common psychological development when specific 
conditions are met. Those parameters are: (1) a sharing of common material conditions; 
and (2) the conditions are defined, ultimately, politically and economically (p. 19). 
African American culture is an amalgam of the development and living historical 
experience of the African American people (p. 19). Further, African American culture is 
central to American culture and not peripheral to it (Baraka, 2009; Crouch, 2006; 
O’Meally, 1998). Researchers concurred jazz improvisation as spontaneous composition 
in a musical language that is uniquely American, placing the study of jazz as an essential 
component of American music education (Dunscomb & Hill, 2002; Kelly, 2013; Wehr-
Flowers, 2014; Wiggins, 1997). 
Fostering Intercultural Maturity through Jazz 
A jazz socio-culture held potential to foster an environment of social processes 
where interactants could demonstrate skills and awareness in interpersonal, intrapersonal, 
and cognitive domains. Wehr-Flowers (2016) discussed the career-building qualities of 
an education in jazz studies, stating that it is attractive for music educators seeking 
expansion of skills to be considered qualified to teach instrumental and vocal ensembles. 
. . “and to bring the multicultural aspects of jazz into the general music classroom” (p. 
11). Activities from the Helm Hammonds et al. (2015) study utilized jazz curricula that 
heightened the opportunity for examining the translational role in GNLE participants' 
understandings about others and self. Kelly (2013) emphatically pressed for the 
importance of jazz improvisation: 
Improvisation is the most distinct characteristic of jazz. It is the thing it is known 
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for; it is the thing that MUST be present for us to call a group a “jazz band”. 
Otherwise, you are just teaching an advanced rhythm class that focuses on style 
and complex harmonies – that is not a jazz band!!! You must teach improvisation. 
You must approach it every day or you are not teaching jazz. (p. 288) 
Learning jazz improvisation is a process wrought with vulnerability and trepidation. This 
distinct feature of jazz improvisation offered an instructive tool for observing study 
participant behaviors—both positive and negative—as well as beliefs about self and 
others. Kelly (2013) confirmed this: “for most folks it is loaded with self-doubt, fear and 
lots of negative inner speech” (p. 289). These aspects of the jazz improvisation learning 
curve were significant to this study to center jazz as the most efficacious environment to 
observe instigative markers for intercultural maturity. No other genre of music holds this 
requirement of teaching improvisation to constitute authenticity in the pursuit of 
mastering the idiom.  
Jazz improvisation, jazz composition, and jazz history were the most compelling 
topics from jazz curricula typical to most jazz education programs, and most suitable for 
this study. Jazz composing is a process whereby practitioners connect to the power of 
self-authorship through music. Bromley (2019) studied whole person learning in jazz 
combos in educational settings and discussed the impact jazz composition has as a factor 
for students’ development of self-discipline, and respect for self and others. Jazz 
improvisation, composition, and arranging activities were seen as personally meaningful 
to players constantly sharing ideas in the music making process (p. 124). Legendary jazz 
bassist Ron Carter advised emerging jazz pianist Helen Sung in a jazz masterclass, “to 
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find your voice in this music, start writing your own music” (International Society of Jazz 
Arrangers, and Composers, 2021). Williams (2013) defined the formal and informal ways 
jazz history is taught. Jazz history ideologies can be based on geography and nationalist 
orientations. Stories are shared informally—through peer-to-peer or veteran-to-neophyte 
mentor relationships and oral histories—and can also be shared in formal educational 
settings through structured analysis of recordings. 
Regarding group dynamics in a collective of jazz musicians, an interdependence 
is understood. Players must call on what they believe about their own abilities and rely on 
the other players to do their part. A constant circle of trust develops between members 
engaged in jazz improvisation embodying “an inherent tension within the jazz ensemble 
between the individual and the group” (Monson, 2009b, p. 92). Opinions about each 
member of the group, according to their instrument, can reveal what level of maturity 
exists in the cognitive domain (understanding and meaning-making), intrapersonal 
domain (sense of self then enables learning from others) and interpersonal domain 
(sensitivity to others): 
A player’s instrumental role is in turn viewed as having a long-term effect on his 
or her thinking and musical perceptions: ‘He’s a drummer, that’s why he thinks 
like that.’ Certain musical limitations may also be accounted for by the 
instrument, as when a bass player objected to a horn player’s musical directions 
by commenting that ‘horn players just can’t hear low notes.’ A player’s 
instrument certainly defines his or her musical vantage point, but that vantage 
point itself is often defined in relationship to those of other instruments. The 
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instrumental roles of piano, bass, drums and soloist, then are interdependent and 
flexible rather than mutually exclusive. (Monson, 2009b, p. 98) 
The musical climaxes are most dynamic with full participation and cohesiveness from 
everyone, and the compositional direction depends on the intensity and level of 
interaction. (Baraka, 2009; Heath & McLaren, 2010; Josephson, 2009; Mercer, 2004; 
Murray, 1998; Nicholson, 2014; Pitts & Burland, 2012; Solis, 2014). 
Intercultural Maturity and Jazz Composition 
 Pinpointing the efficacy of activities in jazz composition and improvisation 
seemed elusive until the scrutiny into student motivation came into consideration.  
Students’ intercultural sensitivity was a nuanced focus of the review of literature at this 
point. The subtle layers of creativity emerged as important, namely musical 
consciousness. Austerlitz (2005) stated: “Musical consciousness is different from other 
forms of consciousness because musical experience makes us aware and mindful in ways 
that nonmusical experience does not” (p. xiii).  I intuited a need to delve further on this 
idea. Austerlitz explained: 
Of course, musical consciousness is ineffable; it is impossible to describe it in 
words. But precisely because it speaks its own language—music—and tells 
stories that otherwise go untold. One of the hallmarks of musical consciousness is 
that it can unite things that are separated in nonmusical reality. For example, 
despite racial segregation, musicians such as Duke Ellington seamlessly 
integrated European influences and African-derived traditions. (p. xiii) 
Perhaps jazz musicologists and jazz writers have provided a road map to understand how 
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jazz musicians used their compositions to navigate their lived experience in the world. 
The song titles, the melodic and harmonic structures and rhythmic contexts are the 
narratives of the lived experiences. Each composition or arrangement has a unique 
structure, telling the stories of those elements of cognitive, interpersonal, and 
intrapersonal developmental traits within each musician. 
 If intercultural maturity is inherent in jazz musicians’ work and movement with 
peers, one should be able to observe conversations, self-perceptions of their 
performances, and compositional context. What is there to look for? We should be 
interested to see behaviors and mindsets highlighting identity, empathy, adaptability, 
trust, curiousness, and flexibility, emerging both through music (Kim, 2009; Wooten, 
2006) and peer interactions (Deardorff, 2012). Intercultural learning and synthesis occur 
within a wide circle of collaborations on the bandstand (Mercer, 2009; O’Meally, 1998; 
Wooten, 2006). Pianist Randy Weston described a jazz musicians’ role as a healer: 
When we play for people, it’s supposed to be a spiritual, healing process. It can be 
done with Coleman Hawkins playing ‘Body and Soul,’ it could be Clifford Brown 
playing ‘I Remember April.’ There’s a certain romance, a certain love in our 
music, a certain emotion despite all the adversity we’ve faced. When you hear 
Coltrane work with Duke and they play “My Little Brown Book,” there’s a 
certain romance. (Weston & Jenkins, 2010, p. 137) 
Jazz musician Weston’s description of the healing process was informative. It pointed to 
the ability of music to engender meaning through the named jazz compositions and the 
musicians’ individual interpretation of the meaning of those jazz standards. Also implied 
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is how jazz improvisation may be a viable conduit for development of traits in cognitive, 
interpersonal, and intrapersonal domains. 
Jazz musicians speak through their songs to the heart of a matter. Compositions 
belie not only the mindset of the musician who composed them but also their identity. A 
listener is privy to learn who a musician is at his/her core, what values they hold, and 
how they think. Ulanov (1998) discussed jazz pianist/composer Duke Ellington’s debunk 
of the myth that African American slaves were happy to sing as they worked (p. 166), 
and instead clarified in a Swing magazine article Ellington had written for Ulanov:  
“a myth which must be exploded. . . It was at the commands of their overseers 
that the Negroes created their work songs. Fearful of the silence of these groups 
of blacks, their masters commanded them to raise their voices in song, so that all 
opportunity for discontented reflections or plans for retaliation and salvation 
would be eliminated. (p. 166) 
Songs are recognized then (as Ellington implies above) as armor and perhaps cognitively, 
as coping mechanisms or vehicles to ease others’ perceptions or fears. From Ellington’s 
statements we could embrace the idea that songs are not products, but bridges. They are 
narratives, “the titles of which” Ulanov stated, “give the stories away. . .Mood Indigo, 
Black Beauty, Awful Sad, Rent Party Blues” (p. 168). 
Duke has always been a teller of tales, three-minute or thirty. He has always been 
concerned about his race, sometimes to the point of agony. He has never failed to 
take compass points, wherever he has been, in a new city, a new country, a 
redecorated nightclub; to make his own observations and to translate these, like 
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his reflections about the place of the Negro in a white society, into fanciful 
musical narratives. . . These are not simply a songwriter’s grab bag of titles, 
felicitous or not as the case may be. They are names for moods and customs, 
people and places and events in Duke’s life and his musicians. (p. 168) 
A composition can reveal what the mind and heart know and feel; what actions and 
words may not communicate. Thus, we can observe what each jazz student composer 
reveals in composing project submissions as indicators beyond their words or actions in 
class. Compositions can also be used by musician and audience as tools for development 
for improving one’s perspective or world view. Ballentine (2012) suggested that music—
whether instrumental or vocal—is more than a reflection of happenings connected to a 
time, place, space or social moment (p. 14), and: 
Rather, it is itself a constitutive part of these and it plays an active role in helping 
people to create, imagine or resist their world. When we try to understand such 
worlds, therefore—whether our own or those of people in other times and 
places—music can and should be one of our important sources of information. (p. 
15) 
Intercultural Maturity from Lived Experiences of Jazz Musicians 
A jazz musician’s level of cultural self-awareness, observation, and evaluation 
skills are integral to demonstrate intercultural maturity markers. What is being 
conceptualized? What is being demonstrated? What is being inculcated into one’s 
identity? Choosing Jazz as a focus was further substantiated by the characteristic traits 
needed to identify intercultural maturity. Jazz is definable not only by a set of musical 
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forms but by those who perform the music (O’Meally, 1998). Jazz history, therefore, is 
very much revealed in the lived experiences of jazz practitioners. When looking at 
gaining skill toward intercultural communication, the attitudes of each individual are 
important to isolate, including the valuing of other cultures, curiosity, discovery and 
openness (Deardorff, 2015a). What is also desired is the application of the ability to 
analyze, interpret, and relate to peers; not only the level of knowledge and 
comprehension of their craft, but also regarding what uniquely portends a potentiality 
toward cognitive, interpersonal, and intrapersonal development.  
Mortensen (2010) poignantly illustrated the work of Danish photographer, Jan 
Persson, with American Jazz musicians in Denmark and the Danish Radio Jazz Orchestra 
(DRJO) between 1925 – 2009. The DRJO recorded and performed weekly broadcasts, 
situated in a studio in Copenhagen, Denmark. The recordings chronicled the long history 
of jazz in Denmark and the development of the musicians’ legacies. Hundreds of black 
and white photographs show musicians from Europe and America performing, recording 
and rehearsing together for the DRJO broadcasts. Saxophonist Bob Brookmeyer as a 
guest conductor of the DRJO (p. 153), a replica of photograph, A Great Day in Harlem, 
(depicting American jazz musicians) is copied with Danish jazz musicians (p. 146); 
American jazz drummer, Tony Williams, playfully holding the ‘cut” marker for the 
television broadcast (p. 110); American musicians pianist, Bill Evans, and bassist Chuck 
Israel with Danish musician Sten Bramsen (p. 100) are all representative of the 
interwoven development of American jazz and Danish jazz history. Also significant are 
American artists, saxophonists Roland Kirk (p. 87), Coleman Hawkins (p. 96), pianists 
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Oscar Peterson (p. 77), Duke Ellington (p. 97), Singers Koko Taylor (p. 84), Memphis 
Slim (p. 98), saxophonists Sonny Rollins (p. 108), Ben Webster (p. 109), and pianist Jim 
McNeely (p. 154) pictured with Danish musicians. The photos tell a story as profound as 
if the music could be heard coming right from the images. The photographs show passion 
in the faces of the musicians and body language expressing relationship to each other. 
One might imagine their faces emanating trust, adaptability, and a strong bonding, 
despite nationalist orientations of each musicians’ origin of birth. Photographic 
depictions of the global jazz community and the connectivity of practitioners support the 
argument for studying global jazz relationships, formation of global jazz identities and 
global socio-cultural connections (Ballentine, 2012; Baraka, 2009; Crouch, 2006; 
Makhathini, 2021; Prouty, 2012). 
Earning the respect of bandmates is important to musicians. Mutual respect bonds 
relationships and nurtures self-esteem for the individual. Ramsey (2004) described the 
transition made by singer Dinah Washington who obviously intuited a need to adapt her 
persona to acclimate on the road as the only woman with the Lionel Hampton big band. 
Initially, the male musicians thought her “homely and tousled” (p. 58), but she soon 
earned their respect and admiration. Because the band would perform mostly 
instrumental works, Washington had to be patient during her tenure, not given the 
invitation to record until much later in her time with the band. She eventually earned both 
the respect and admiration of audience and bandmates (p. 58). Washington’s 
competencies developed in the traits of adaptability, flexibility and openness 
demonstrated during her experience with the Hampton band, characteristics quickly 
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learned by many musicians who want to work and thrive (Holdt, 1985; Mercer, 2004; 
O’Meally, 1998; Ramsey, 2004; Weston & Jenkins, 2010). 
I looked for examples in the literature of jazz musicians demonstrating traits on 
the developmental continuum of the IM framework. Attributes of empathy, adaptability 
and reflexivity are consistently identified as traits embodied by interculturally mature 
individuals. Characteristics important for a process toward intercultural maturity require 
empathy, flexibility and adaptability (Deardorff, 2006; Yancey, 2009). Yancey (2009) 
wrestled with intercultural maturity in religious organizations, but touched on important 
and applicable tenets for jazz contexts: 
Of course, an important part of any process toward intercultural maturity is the 
development of an empathic and ethnorelative view so that individuals can help 
those from other cultures to be comfortable. The values of adaptability and 
flexibility are critical as members of the group deal with the new values and 
perspectives brought by those in other cultures. (p. 378) 
Jazz musicians formulate values that are expected as normative on the bandstand, in the 
social culture and among the community of jazz practitioners. The cultural differences of 
a group can be vast, but often the perceptions are much greater than actual differences. 
Barrett (2012) discussed the cultural differences that emerge from distinct ethnic/racial 
groups, and the necessity to understand the cultural norms and practices that can violate 
values of a group (see also Yancey, 2009, p. 379). It is important to consider the values 
and perspectives of the individuals in the group, but the connective tissue is the common 
ground shared by the individuals. (Yancey, 2009, p. 381) 
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Political and economic influences impacting musicians’ personal choices of 
religious orientation, identity and socio-cultural awareness were found in the literature. 
Jazz saxophonist/composer and NEA Jazz Master, Wayne Shorter discussed with Mercer 
(2004) the adaptability and flexibility circling around jazz musicians during the 1970s, 
when many were seeming to shift personal worldviews. Shorter described an interest by 
many musicians during that time to adjust their spirituality and identity to connect to 
international perspectives on religion as they questioned orientation as Americans in the 
wake of historical civil movements and racial justice events:  
The social movements of the sixties got personal in the seventies, with 
revolutionaries reoriented toward identity politics and spiritual quests. “There was 
a period of openness to religious influences,” Wayne said. “People were 
investigating Sufism, stuff from India, the sitar, Beatles lyrics. Whoever thought 
they were more internationally minded wore a continental suit with the vent in the 
sides. People were searching for a label – shopping around for a banner to be 
under, a kind of nationalism, or spirituality.” (p. 149) 
Intercultural Maturity and Jazz Improvisation 
The next phase of this review of the literature cycled from jazz compositions and 
the lived experiences of musicians to jazz improvisation. I sought sources to elucidate the 
perceptions and mindsets of musicians while engaged in jazz improvisation. Jazz 
improvisation is an integral part of jazz performance (Gridley, 1994; Wehr-Flowers, 
2014). Thus, every musician engaged in jazz performance eventually approaches the 
steps toward learning how to improvise, as well as the lived experience of the culture and 
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peer interactions engendered while attaining improvisation skills. 
Barrett (2012) reported on what occurs between musicians during jazz 
improvisation and devised analogies of best practices useful in organizational leadership. 
The focus of the discussion was intended to provide business leaders with a framework 
for understanding how to nurture strategic innovation; however, jazz improvisation was 
presented as a viable intercultural maturity vehicle. Barrett’s seven principles suggested 
insights to business leaders that could be gleaned from choices made by jazz improvisers. 
These choices arise when “preparing to be spontaneous and balancing between 
constraints and experimentation in public performance” (p. xi). Jazz bands work best 
when there is a commitment to a mind-set, a culture, practices and structures (p. x). 
Barrett further emphasized: 
. . .that in order for jazz to work, players must develop a remarkable degree of 
emphatic competence, a mutual orientation to one another’s unfolding. They 
continually take one another’s musical ideas into context as constraints and 
facilitations in guiding their musical choices. (p. 32) 
During a jazz performance, there is the ever-present possibility of disorientation or 
miscalculation, and the musicians must be able to rely on their bandmates to recalibrate 
and adjust. A story told by NEA jazz master, drummer/composer/bandleader Max Roach 
from a performance with trumpeter Dizzy Gillespie on Night in Tunisia is informative at 
this juncture of the discussion. At a point in the song, the players were a bit lost: 
When the beat got turned around, it went for about 8 bars. In such a case, 
someone has to lay out. You can’t fight it. Dizzy stopped first because he heard 
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what was happening quicker than the rest of us, and he didn’t know where “one’ 
was. Then it was up to Ray Brown and [Walter] Bishop and myself. One of us had 
to stop, so Bishop waved off. Then it was up to Ray Brown and myself to clear it 
up. Almost immediately, we found the common “one” and the others came back 
in without the public realizing what had happened. (Barrett, 2012, p.33) 
What drummer Max Roach intimated in this account were several competencies across 
the King and Baxter Magolda (2005) IM, simultaneously erupting among the band all at 
once. Within the performance moment described above, the jazz musicians had to have 
what Barrett (2012) called an “implicit yes allowing everyone to move forward even in 
the midst of uncertainty” (p. xi). The nature of jazz improvisation requires musicians to 
anticipate a constellation of events—scaling knowledge and unpredictability—where 
observation, analysis, discovery and curiousness are needed to master delivery of 
effective performances. Each band member had characteristic markers for cognitive, 
interpersonal, and intrapersonal domain maturity engaging one another—all within 
seconds during the performance—and the resilience of each band member, in front of a 
live audience! Inherent in their interactions was proof of a culture that nurtured a 
psychological comfort zone to embrace errors as a collective responsibility. Taking cues 
from the first dissenting voice (in this example Dizzy Gillespie halting further playing), 
the improvisation ‘changed hands’ to relinquish control in the moment. With the prospect 
of a musical train wreck formulating, what might have been harrowing to musicians in 
another genre of music was seemingly all in a nights’ work for these jazz veterans. 
Demonstrated among the players was self-awareness (cognitive), willingness to trust 
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others, integration of aspects of oneself (intrapersonal), and reliance among members on 
the bandstand (interpersonal) in order for the music to work. 
There exists an implicit awareness among jazz improvisers; an interdependence 
and mutual understanding afforded while engaging in jazz processes and developing a 
self-authorship. As a vehicle for interpersonal domain development, jazz improvisation 
processes were a logical step of inquiry for intercultural maturity. Monson’s (2009b) 
discussion about interpersonal development being leveraged from the jazz improvisation 
process divulged behaviors of musicians indicating growth along the developmental 
continuum of intercultural maturity. The social processes of jazz improvisation provoked 
empathic interactions as described in Monson’s discussion, as on a jazz bandstand where 
musicians are creating. Jazz musicians must constantly adjust and adapt on the bandstand 
and remain vigilant during performance, especially if something interrupts interactive 
coherence. Good-to-great jazz improvisers engage one another on a continuum from 
mutual respect to disapproval, depending on the skill level of the performer (Kelly, 2013; 
Monson 2009a; Prouty, 2010; Wiggins, 1997). Jazz improvisation is a language, the 
culture of which, identifies those who self-select belonging as players. The culture, for 
better or for worse, segregates better players from lesser ones—separate from country of 
origin, ethnicity, or instrument (Boeyink, 2015; Goodrich, 2007; Madura Ward-Steinman, 
2008). The top players become jazz royalty, even legendary. Save for gender, well 
chronicled in research, the upper echelons of jazz royalty are attributed the highest 
respect by audiences, peers, and critics according to skill. Thus, jazz improvisation is a 
unique ‘divining rod’ and a powerful intercultural maturity mediator of sorts. This is 
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learned very early for every jazz musician (Boeyink, 2015; Madura Ward-Steinman, 
2008; Wehr-Flowers, 2014). 
What is of particular interest in the literature is the impact of cultural jazz 
phenomena on measuring intercultural maturity of elite level jazz improvisers. Players 
who are known to have mental health and wellness issues affecting their ability to 
demonstrate effective and appropriate interactions with others marking intercultural 
maturity, seem to be excused from effective intercultural communication competencies. 
Jazz musicians considered at the ‘genius’ level of improvisers are embraced as 
communicating from the wellspring of their coveted skill level, thus winning 
inclusiveness and near celebrity status in the culture (Barford, 2011; Ellison, 2001; Heath 
& McLaren, 2010; A. Taylor, 1977). Pullman (2012) carefully described jazz pianist Bud 
Powell’s reticence to communicate to others on or off the bandstand: 
Powell had another reason to talk only reluctantly about what he did at the piano 
and why. The new music that he and others had promulgated since the early 
Forties was characterized in the press as a wholesale rejection of the musical 
status quo, swing music. These modernists were, it said, jettisoning the rhythmic 
and melodic conventions that had made jazz so danceable. So, all that they were 
experimenting with, including unorthodox chord intervals, was given a catchall 
epithet — bebop. The press initially used the term only sarcastically. (p. ii – iii) 
Powell’s struggle with mental illness was well documented, and most reviews of his 
performances included rumor and exploitation of his ongoing struggle. The jazz giant 
endured social currents that “ran through the lives of many of the jazz performers in mid-
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twentieth-century New York” (Pullman, 2012, p. v). Powell is one of the well 
documented artists in this wrenching situation. Others were Billie Holiday, Thelonious 
Monk, and Charlie Parker (p. iv), who were iconic artists, whose social interactions and 
behavior were troubling but exalted on the bandstand. How does a jazz student prepare, 
or how are we as jazz educators equipping students, if, like Parker, Powell, and Holiday, 
they may also grapple with mental illness, drug addiction or other stressors in the social 
currents of the jazz environment? Intercultural maturity is measured in attitudes, 
behaviors, knowledge demonstration when interacting with others in social contexts, but 
it is possible to fall short of effective and appropriate interaction (Deardorff, 2006).  
Globally Networked Learning Environments 
 
Educational scholars have sought answers to how best prepare college students to 
effectively navigate global settings, recognizing intercultural maturity as one of the 
desired outcomes for competitive career readiness. Gaining global perspectives has 
become a highly valued objective at universities and colleges and many have begun 
offering students courses in intercultural communication with myriad perspectives on 
culture (Marko Harrigan et al., 2015). Intercultural interactions can be replete with 
uncertainty, and some educators have begun to adopt globally networked learning 
environments to offer a “more sophisticated approach to address shortfalls in traditional 
course offerings (p. 201).” Previous researchers have studied GNLEs as teaching and 
learning platforms with compelling results for student outcomes for intercultural maturity 
(Moore & Simon, 2015). Educators have used many approaches to connect students to 
global peers with success in global classrooms employing pedagogical tools, technology, 
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and curriculum content design (Starke-Meyerring & Wilson, 2008). For these reasons, 
reviewing literature on GNLEs was important to understand the dynamics of the 
developmental traits intercultural maturity that might incubate in a global classroom 
environment. 
A Process for Fostering Intercultural Maturity in A Jazz GNLE 
Literature reviewed on GNLEs provided insights on why educators sought to 
connect students via global classrooms. Sources documenting educators working in 
different glocales who reported assisting students to understand the developmental 
continuum of intercultural maturity were given priority. A GNLE where students study 
jazz allowed for the social processes embedded in jazz improvisation and jazz 
composition activities to instigate interactions manifesting responses in the cognitive, 
interpersonal, and intrapersonal domains (Helm Hammonds et al., 2015). Aspects within 
the very design of a typical GNLE require that students engage with international cohorts 
of students and faculty for the purpose of developing intercultural maturity (Rubin & 
Guth, 2015). Marko Harrigan, Bergelson, Ha, and Lewis (2015) taught a GNLE course 
between State University of New York College and Moscow State University where 
students were challenged to collaborate to write and design advertisements that targeted 
an important social issue. A noted student outcome was awareness of agency as co-
constructors of meaning (cognitive dimension) and relationship development and 
maintenance (intrapersonal dimension), and competence in communication (interpersonal 
dimension) (p. 202). Dyske (1996) studied multi-voiced classrooms—classrooms 
comprising students with diverse backgrounds—between Norway and the United States. 
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It was determined students in classrooms where multiple voices were valued validated 
themselves as thinkers (cognitive dimension). The outcomes in the three intercultural 
maturity domains of cognitive, interpersonal, and intrapersonal development from these 
GNLE and cross-cultural research studies provided encouragement for the viability of the 
use of the King and Baxter Magolda (2005) IM. Thus far, literature reviewed maintained 
that GNLEs could be useful for international interactants to engage and learn with 
different others. A teaching and learning paradigm (as opposed to a technology or 
platform), a core aspect of the GNLE design is a focus on the development of 
intercultural maturity—despite the subject matter—and the ability to provide students 
with new venues in which to develop cross-cultural awareness (Rubin & Guth, 2015, p. 
18).  
Attention to building trust and cultivation of a shared vision, transparency to 
pedagogical approaches, and instructional practices are equally important when 
developing a GNLE. These planning and implementation considerations were front and 
center to the seminar design for this study. Starke-Meyerring and Wilson (2008) 
researched GNLEs to understand how best to inform educators unfamiliar with the 
benefits of globally networked learning. Their research embodied one of the first edited 
volumes covering GNLEs and provided important foundational information and history 
of the development of GNLEs for this study. The results of their research documented 
numerous instances of faculty in 21st-century classrooms using outdated teaching tools 
and unengaged students. Additionally, their research discussed educators who were 
mostly uninformed about benefits of intercultural collaborations. The authors provided 
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case studies of fourteen globally networked classrooms to look for opportunities to 
encourage educators to adopt this learning tool and modality. They cautioned that 
intercultural scholars and higher education institutions interested in developing GNLEs 
must be prepared for shared leadership and should pay close attention to power 
imbalances between partners.  
GNLEs exist across institutional and national boundaries and thus are rooted in 
partnerships operating in blended cultural environments. GNLEs are learning 
environments that represent new visions of globally networked learning and extend 
beyond the confines of traditional local classrooms (Moore & Simon, 2015; Rubin & 
Guth, 2015; Starke-Meyerring & Wilson, 2008). Successful partnerships challenge 
students to negotiate and build shared learning and knowledge cultures across diverse 
boundaries and provide students with new opportunities for civic engagement in a global 
context (Helm Hammonds, et al., 2015; Lane & Lake, 2014). 
Moore and Simon’s (2015) account of twelve GNLE partnerships further 
confirmed this facilitation toward intercultural maturity provided by GNLE course 
delivery: 
When combining face-to-face instruction and internationalization through 
technology, (GNLEs) can promote active or experiential learning, new forms and 
processes of knowledge production, and interaction (and with it, inter- and 
intracultural understanding) across traditional boundaries of institutional 
demographics, language, and nation-state, among other groupings. (p. 6) 
Jansen (2015) discussed the benefits of GNLEs and shared how individuals who are 
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globally competent become interested, curious, and aware of the world and how it works. 
In a GNLE, engagement across cultures facilitates student development and 
understanding of issues of international significance. Students demonstrate intercultural 
maturity as they demonstrate capacity to investigate issues from multiple perspectives. 
Other learning experiences in GNLEs include how to effectively communicate with 
others and the ability to integrate information gleaned from other cultures into familiar 
environments (p. 53).  
Institutions building partnerships with international partners seek to link students 
to peers, instructors, professionals, experts and communities of diverse contexts. Prouty's 
(2012) perspectives provided support for a study of how intercultural maturity develops 
in a university-based jazz GNLE. Jazz education has "grown to become an economic and 
creative force and a saving grace to the art form" (p. 156), as well as a connection to the 
non-academic larger jazz community. The music culture of jazz can function as a basis of 
common ground where glocales of jazz communities can be examined among 
international cohorts in a global classroom environment.  
 Additional aspects of literature sources were insightful to ascertain which 
developmental traits of intercultural maturity could develop by cross-cultural 
engagement. Starke-Meyerring and Wilson (2008) reported GNLEs exist within 
international partnerships of cohorts of faculty and students who are geographically apart, 
focused together on development of intercultural maturity for all participants (p. 19). The 
presence of the faculty in each international cohort is to assist students with navigating 
understanding (cognitive dimension) and meaning-making (intrapersonal dimension) as 
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they engage in project-based, experiential learning activities (interpersonal dimension) 
with international student peers. Activities that instigated cognitive, interpersonal, and 
intrapersonal domain development traits in a GNLE showed participant behaviors which 
included: (a) a willingness to listen to others; (b) a willingness toward shared knowledge 
creation; and (c) a willingness to relinquish control, (Berardo & Deardorff, 2012; 
Dorfman, 2013; Hammonds, et. al. 2015; Marko Harrigan, et. al. 2015; Pusch, 2009). 
Additional qualities needed by educators in GNLEs included a willingness to teach non-
traditional students (Dorfman, 2013; Hammonds, et al, 2015; Moore & Simon, 2015; 
Starke-Meyerring & Wilson, 2008). Deliberations about the most impactful research 
questions for this study included determining what students may perceive or understand 
about the nature of interactions with global peers in a GNLE.  
Dorfman (2013), Hammonds, et al. (2015), and Helm Hammonds and Oritsejafor 
(2015) suggested if music instruction was situated in contexts where students were given 
the freedom to form bonds with peers across cultures, awareness of others becomes 
visceral to the learning. The scarcity of literature in current music education research on 
what promotes intercultural maturity in a GNLE environment offered few resources for 
precedents set about the use of specific genres of music in GNLEs. Helm Hammonds and 
Oritsejafor's (2015) case study on a jazz GNLE highlighted students who took ownership 
of learning about the cultures of their classmates. Their research identified distinct 
characteristics within partnerships where collaborators had jazz programs or courses. 
Notable characteristics of their collaborative partners included: a) a mindset toward the 
importance of flow; (b) a culture of creative communities; (c) openness; (d) adaptability 
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toward collaborating; and (e) experience with creating in an intercultural context.  
Uses of technology in GNLEs are a necessary course design concern and require 
sensitivity to the potential pitfalls. In a GNLE with such huge dependence on technology, 
it was imperative to examine the literature to understand how to leverage the benefits and 
mitigate the constraints. Dorfman (2013) discussed benefits of project-based learning and 
peer-to-peer activities in music classrooms. Some of the talking points included how the 
paradigms in technology-based music instruction (TBMI) allow the instructor to engage 
with technology, but not be replaced with technology, an oft spoken concern given as 
reason to shy away from incorporating class assignments requiring technology. A TBMI 
tenet is the faculty demonstration of levels of comfort with uncertainty—as instigated by 
use of technology—providing students and educators opportunity to grow in the face of 
vulnerable processes embedded in being creative through technological mediums (p. 5). 
Hendricks (2009) stated, “Students can learn by observing the actions of peers and adult 
models” (p. 38). The influence of instructor comfort with technology potentially models 
for the student the capacity to affect intrapersonal domain traits. Starke-Meyerring and 
Wilson (2008), Helm Hammonds et. al. (2015), and Moore and Simon (2015) elucidated 
what student and faculty efficacy was needed in tasks involving the use of technology in 
a GNLE. These tasks included: (a) how to access the internet; (b) how to login to the 
teleconference room from personal computers; (c) how to use various software and 
digital media to prepare assignments using video, audio and mixed media; (d) how to 
submit assignments using their university learning management systems (e.g., 
Blackboard, Canvas, Moodle, etc.); and (e) how to manipulate source materials using 
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technology. The ability for students to take risks requires the confidence to be seen by 
peers while learning and possibly making mistakes (interpersonal domain). The 
awareness (cognitive domain) of the possibility of being judged by peers during an 
assignment is inherent in dealing with technology in the classroom. There is also 
opportunity for the instructor to model attitudes of openness and adaptability. These 
developmental domain outcomes are just some of the benefits impacting course design 
choices when embedding technology into the activities of a GNLE.  
Conclusion 
 
This literature review covered research about intercultural communication and 
intercultural maturity levels deemed necessary to attain competence in contexts with 
different others. I have discussed the research on models of intercultural maturity and the 
differentiations necessary to understand the probable efficacy of each model. Possible 
intercultural maturity models for this study were examined to discern which models 
would best facilitate observing developmental traits in interactants, and the use of jazz 
topics with respect to the research questions. Over forty years of intercultural maturity 
research was examined and discussed delineating how to parse contexts for the 
maturation from the initial stages, and intermediate through advance stages of 
developmental domains. Research from the authors reviewed proved insightful on the 
importance of assessing practices most effective to achieve intercultural sensitivity in 
sociocultural environments.  




1. How an integrative perspective of the various intercultural maturity 
approaches compared regarding meaning-making. 
2. How integrative approaches allow intercultural maturity achievement in 
alignment with the definition of culture, and how a developmental approach 
allows achievement to understand cultural identity. 
3. Why a variety of perspectives are useful to examine what influences both 
training and development in intercultural maturity.  
4. Why developmental stages are used as ways of avoiding cultural differences. 
5. Why developmental stages are used as ways of seeking cultural differences.  
6. Why intercultural maturity will become the term of choice to refer to the 
combination of concepts, attitudes, and skills necessary for effective cross-
cultural interaction.  
7. Why intercultural maturity occurs when knowledge, attitude, and behavior 
come together.  
8. How based on a subjective cultural perspective, diversity is defined as 
differences in values, beliefs, and behaviors learned and shared by groups of 
interacting people—defined by nationality, ethnicity, gender, age, physical 
characteristics, sexual orientation, economic status, education, profession, 
religion, organizational affiliation—and any other grouping that generates 
identifiable patterns.  
9. Why the process of gaining intercultural maturity is very individual, happens 
over many years, and is a continual process. 
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As the field developed and researchers gained more clarity and consensus, these 
definitions became the cornerstones of the intercultural maturity models categorized as 
cognitive, interpersonal, and intrapersonal domains of developmental behaviors.  
In summary, literature for this study was reviewed on the merits and relatedness 
of intercultural maturity, global classrooms, jazz pedagogy, jazz improvisation, jazz 
composition, and jazz history. The literature reviewed for this case study supported as 
salient the proposal to look at participants’ movements through the developmental 
framework of the nine-spectrum matrix of the King and Baxter Magolda (2005) IM 
model. Jazz education researchers may not yet fully understand the individual personal 
development jazz musicians undergo as a result of their participation as performers, and 
if their skill development in jazz engenders intercultural maturity. My hope is that the 







In my house we have a small, framed ‘Mind the Gap’ postcard  
that reminds us to pay attention to the space between  
where we’re standing and where we want to go. 
—Brené Brown, Daring Greatly 
 Embarking on a journey as a jazz musician to discuss “serious” matters such as 
research presented a gap in personal ideologies. I am usually that outlier who looks for 
the fun in the most arduous of efforts in order to relax and allow creativity to flow. 
Improvisation, I feel, is a way of life. If it isn’t enjoyable, why do it? If you can’t teeter 
on the edge of unpredictability, what is the point? Psychology professor and researcher 
Ariely (2008) teased out the predictable irrationality of human behavior and boasted how 
much fun was had in figuring out what influences the decisions of our daily lives. My 
orientation as a jazz musician leaned toward research methods that were fun and 
integrated the unpredictable, smoldering pot of improvisation. The methods I used to 
learn about and examine intercultural maturity using jazz as a lens proved prescient to 
this innate nature. It was both exhilarating and terrifying when I learned that the 
intersection of intercultural maturity and jazz was without precedence in music education 
research. What could it ultimately mean for my education and musician peers? I was 
mindful of standing before a huge gap and was at the precipice of uncovering a new 
pedagogical design—one that gleans a mashup of identity, culture, jazz, and personal 
development. The opportunity before me was to experience what such a pedagogical 
design might sound like, feel like, and look like in a classroom. 
The processes employed in this research study encompassed both the dutiful 
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tediousness necessary to get the job done and access to fun. I sought to examine the 
history of the phenomena of intercultural maturity, unpack what impact jazz curricula 
might yield, and contextualize students on three continents in a globally networked 
learning environment. I have heard new jazz listeners say that it sounds like jazz 
musicians are just making it up and everyone is doing what they want at the same time. 
Hopefully not! Playing jazz requires you to have a keen knowledge of the form of the 
composition, a trained ear to the road map of the harmonic structure—what we call the 
“chord changes”—and a courageous heart. To compose an improvisation spontaneously, 
one must be mindful of the form while utilizing the chord changes. A jazz musician 
doesn’t know what exactly will happen moment-to-moment in performance. The best of 
us prepares for unpredictability and choose to trust bandmates as we venture together, 
linked arm-in-arm to see what there is to find during improvisation of the form, the song, 
and each other. Barrett (2013) calls this mindset between jazz bandmembers 
“followship.” The camaraderie engendered in performing jazz, while each performer is 
improvising as the glue bonding each bandmember, is a wild ride that can take your 
breath away. The music can be unforgiving, but you learn to be compassionate and self-
aware in the process. I needed all these qualities for what I learned and found in this 
research process.  
Music activities in jazz composition, jazz improvisation, and jazz history were the 
jazz subjects suitable to elicit observable behaviors as indicators of intercultural maturity, 
and to align with, my chosen theoretical framework of the King and Baxter Magolda 
(2005). The framework comprises nine-steps: three domain levels (cognitive, 
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interpersonal, and intrapersonal), traversing three stages (initial, intermediate, and 
advanced) of their Intercultural Maturity Model (IM). All activities in the study were 
designed to activate the participants’ personal interactions toward or away from 
intercultural maturity in cognitive, interpersonal, and intrapersonal domains of 
development across the IM.  
What follows in this chapter is a detailed account of the research design, context 
and participants, data generation (fieldnotes, key informant interviews, faculty cohort 
interviews, and student artifacts), data analysis (reflexivity/positionality, aesthetic 
considerations, and validity), and data presentation. The data presentation is in the form 
of literary non-fiction as a short story or novella. A novella was an interesting and 
compelling opportunity to convey the dynamic interactions that took place during the 
seminar sessions. I conclude this chapter with a discussion of the decision-making 
process as the novella developed, choices directing the unfolding of each scene and 
character, while being guided by the data.  
Research Design 
I embraced a multi-pronged approach for my research design in four distinct 
layers: (a) case study design, (b) ethnographic data collection techniques, (c) thematic 
and phenomenological data analysis, and (d) art-based data presentation in a novella with 
some use of portraiture. These approaches aided me in not only examining how the 
interactions of the participants were impacted by different others, but also in observing 
how their personal developmental domains were affected. I employed the pedagogical 
tributaries suggested by Baker (1979), Dunscomb and Hill, (2002), and Smith (2019) as 
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necessary curricula for attainment of jazz performance skills, or students in pursuit of a 
Jazz Studies degree (jazz improvisation, jazz composition, and jazz history). I used these 
topics as the basis for interactions of participants in the study. These jazz pedagogical 
texts presented ideas and perspectives concerning why student jazz performers should 
endeavor to become adept in these three areas. Their ideas included: a) jazz history must 
be listened to, discussed and studied to accurately incorporate stylistic nuances in 
performance; b) jazz performance includes improvisation—of melody, rhythm and 
harmony; and c) jazz composition develops in students as an extension or natural 
progression from jazz improvisation. These curricula choices garnered approaches in 
familiar contexts for study participants to facilitate ease in interaction with their music 
peers. The significance of these choices are as follows: 
1. The pivotal activities used in common curricula for jazz composition, jazz 
improvisation, and jazz history provided a lens of observation into 
participants’ behaviors and communication with peers. Students’ actions 
belied their personal perceptions while engaging in discussion and research of 
jazz history, team collaborations in jazz composition, performances, and jazz 
improvisation. I referred to these activities as instigative tools as they were 
designed to elicit behavior and discussion around the intersection of jazz and 
identity, jazz and personal values, and jazz and socio-cultural ideologies.  
2. The findings were triangulated to examine if a jazz consciousness referenced 
by Austerlitz (2005) existed—characterized by holistic ideals—which 
presented opportunities for traversing the three domains (cognitive, 
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interpersonal, intrapersonal) of individual development of intercultural 
maturity. 
3. The themes that developed through the study findings highlighted the efficacy 
of those embedded instigative tools to elicit observable behaviors and 
effective communication among the study participants in our globally 
networked learning environment. 
The period of data collection was not long enough to qualify as an ethnographic 
study according to standards in the field of anthropology requiring observation of 
interactants over a considerable length of time. This examination did, however, concern 
aspects of students’ socio-culture and as discussed by Merriam (1998), used ethnographic 
techniques including processes of interaction within and among the three main 
sociocultural groups. Stake (1995) called a case instrumental when it is useful in 
illustrating an educational environment, when we want to make inquiry into something 
other than understanding a particular person, and study participants in a contextual space 
(p. 3). My examination includes two sub-questions of the inquiry: first, could jazz 
curricula instigate development of cognitive, intrapersonal, and interpersonal dimensions 
of intercultural maturity; and second, is any development enabled or constrained among 
geographically separated participants in the educational environment of a GNLE.  
Case Study 
Stake (1995) describes a case as a “bounded system” (p. 2), so the first task of the 
researcher is to describe the boundaries around the case. This case study exists in the 
context of a GNLE titled Global Jazz Seminar where students studied three jazz subjects: 
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(a) jazz history; (b) jazz improvisation; and (c) jazz composition. The three 
developmental domains of intercultural maturity — cognitive, interpersonal, and 
intrapersonal aspects – (if reflected in each participant as a result of their perceptions and 
relationships to the three jazz subjects) are inclusive of the boundaries of the case. And 
finally, the case comprised intact cohorts of college students from three participant 
institutions.  
I used my observations during the sessions and relied on my experience as a jazz 
musician, educator, and online course designer as a strategy that afforded insights of 
which jazz activities should be created and might impact personal behaviors of the 
participants. My desire was to learn if the participants’ behaviors or perspectives 
reflected growth or maturation along the developmental trajectory of the IM from King 
and Baxter Magolda (2005), the theoretical framework I used as a lens of observation. 
From the experience and data of this research, I have taken the IM, overlaid a jazz 
context, and devised a way of looking at intercultural maturity development as a result of 
activities encountered in jazz improvisation, jazz composition, and jazz history. The 
name of this new model is A Jazz Orientation of the Three-Dimensional Developmental 
Trajectory of the Intercultural Maturity Model (See Appendix A).  
Context and Participants 
 
Study participants comprised students and faculty of intact cohorts from 
universities in the United States, South Africa, and Denmark. The international 
universities were chosen because of a previous relationship we developed together 
through success in creating jazz GNLEs. They also expressed interest in the designated 
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research objectives for this study about intercultural maturity. Intact cohorts were most 
useful to facilitate the interactants’ adjustment curve to different others given the short 
eight-week duration time of the study. North Carolina Central University (NCCU), a 
liberal arts college, categorized as a historically black college and university (HBCU) in 
Durham, North Carolina, is my home institution. NCCU was the site of the Global Jazz 
Seminar. University of Pretoria, South Africa (UP), the largest contact education and 
research institution on the continent of Africa was the home of the second cohort. The 
Royal Academy of Music (RAMA), Aarhus, and Aalborg campuses, Denmark, rounded 
out the third cohort. RAMA is a music conservatory offering jazz and contemporary 
music coursework and degrees at the undergraduate and graduate levels and has offered 
online courses. I secured the necessary IRB permissions required from each university. 
The invitation to participate in the data collection for this research was initiated 
with a letter of proposal to several international colleagues. Students self-selected for this 
qualitative study commenting that it seemed to be an opportunity to engage in a global 
community of learners with a shared orientation, jazz. All the collaborating universities 
have student pools comprising native students and international or study abroad students. 
To my glad surprise, those students who elected to participate from the international 
cohorts were from many countries other than Denmark or South Africa. The international 
faculty were asked to provide suggestions of students who may be interested to 
participate in a research study with international peers in a globally networked learning 
environment.  
After the decisions were confirmed of the demographic and the approvals from 
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partnering universities, a recruitment flyer was created. The description of the seminar 
was shared via the flyer which embodied the letter of invitation and an overview of the 
seminar in the form of a course description document. Included was an idea of the time 
frame, the meeting day and teleconference modality, WebEx, the seminar flyer (see 
Appendix C) discussed the overview of the session topics and described the experience as 
an opportunity for participants to engage with global peers around jazz topics. The 
international faculty participants agreed to support the students and the research effort as 
my colleague, with the added plus of global activity for their music units at each 
respective campus.  
Figure 2 






The common language was English, though there existed among the seminar 
participants a myriad number of languages and sub-languages. The conversations 
included English language as a welcomed commonality, given that student cohorts were 
from 24 geographic locations. In South Africa alone, there are 11 official languages 
spoken, and in Pretoria where UP students were attending—in addition to English—
students spoke Sepedi, Sesotho, Setswana, Xitsonga, and Afrikaans. Some words in 
English only have a translation of European origin preventing direct translation of many 
English words to the African languages. One example was the English word 
reverberation which can translate in Danish to Efterklang but has no such direct 
translation of in the African languages. Language was not a barrier in the end. Faculty in 
each cohort translated in any instances of confusion, and the many clarifying 
conversations did not diminish the array of diversity represented in the faces of the many 
hues and nationalities of the participants.  
The use of language has been noted by Deardorff (2009) to be a vehicle for 
connection, and the language of Jazz was a useful companion for this study. Studying 
jazz composition techniques and improvisation skills provided a common language for 
making connections through the assignments. Jazz was a pivot point for making meaning 
in other ways. This musical genre was a foundation for concentrating our activities with 
specificity and a starting point for investigation of musical discussion about geography, 
demographics and cultural identities. Common words were coded to identify frequency of 
themes and bring the aspects of language as connectivity points. I used the word 
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frequency concept to initially look for a theme present in the language. Instead, I was 
surprised to see words opening new inquiry into meanings by the centrality of the word 
on a word frequency diagram. I will speak more about this in Chapter Five. 
Weekly Teleconference Seminars 
 My first task was to find concomitant times students could meet synchronously in 
an online environment given the time differences across three continents. The goal was to 
align meeting times albeit the uneven semester schedules, breaks, and holiday 
observances. Feedback from faculty peers at each university enabled choosing suitable 
times to convene students from the three universities to meet over eight weekly, 
synchronous sessions. The seminar was scheduled for synchronous weekly sessions over 
a WebEx connection for all student cohorts. Students at NCCU met in the teleconference 
library with me and the student cohort on campus or joined via WebEx on a personal 
device of their choice (laptop, desktop, tablet) from home. The students from the RAMA 
cohort all met from their devices, as did their professors. The UP cohort met together as a 
group with students and professors seated in their on-campus teleconference room. Some 
students from UP also had to join on a personal device of their choice (laptop, desktop, 
tablet) from home. The time difference on the three continents was the reasons some 
students joined the sessions on WebEx from home devices. Due to geographic separation 
and time differences of the participants, the GNLE met during the midday time for 
students in the United States, and for students in South Africa and Europe, met around 
the early evening hours. The sessions were 90-minutes in length. Often the participants 
requested more time to extend the weekly sessions. Toward the middle of the eight 
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session allotted meetings, we met for two hours. Some stayed the entire two hours, and 
some were only able to stay for part of the time. Those who did leave did so due to 
scheduled classes (U.S. participants) or family obligations (European and African 
participants). There was one student from the Caribbean (Dutch), and they were on a 
similar time zone as the U.S. based participants. 
During the weekly synchronous sessions, the students would discuss the 
assignments, share and present work, and engage around the discussions resulting from 
the assignments. The participants submitted assignments which were collected and used 
in the data analysis, but not graded. Attendance in the sessions was strong for the first 
four sessions with seventy-five to ninety-eight percent attendance for the first four 
meetings. The Easter holiday was a factor for two out of eight of the middle sessions. The 
last two sessions were also well attended with all but two students in attendance. All the 
sessions were videotaped and archived, and students were able to view them 
asynchronously via a web-link provided to each participant. 
Student-to-Student Communication  
During the live sessions, students were able to communicate via live chat with 
each other on WebEx, either privately, or across the group. Some students utilized this 
feature. There were a couple of students who used this as a preferred way to 
communicate during the live sessions. (This was noted in journal jottings as indicators for 
levels of participation and marking developmental domains in the IM.) A private 
Facebook group was created at the behest of the group participants to engage further in 
order to share personal music projects, recordings, post noteworthy and related items 
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bought up in the seminar. The Facebook group page still exists, though members have not 
posted in the group for some time. Still, it is significant that students were interested and 
willing to connect and stay connected. I discuss this further in Chapter 5. 
Seminar Activities 
The weekly activities given to participants represented a variety of assignments. 
The goal was to create opportunity for participants to collaborate on projects with varying 
degrees of complexity, and to require everyone to participate from their level of comfort 
and skill. The assignments were not graded (to inspire freedom of creativity), and 
students could work in teams of two or more people. If they preferred, they could work 
alone. The ideas for activities were deemed conducive to the best participant engagement 
in GNLEs, and for intercultural maturity indicators (Berardo & Deardorff, 2012; Helm 
Hammonds et al., 2015; Helm Hammonds & Oritsejafor, 2015; Starke-Meyerring & 
Wilson, 2008). 
Thirty students answered the invitation and one or two faculty joined as guides 
with each international cohort. Twenty-four students comprised the final enrollment 
between acceptance of the invitation and the start of the sessions, citing schedule 
conflicts as the reason for declining. The WebEx sessions were monitored by the 
teleconference classroom staff at my university and each session was recorded and 
archived. The recordings were transcribed by a research assistant, and those 
transcriptions uploaded for analysis and coding in NVivo software. The recordings 
contained helpful details about participant conversations and revealed the first layer of 
thematic analysis. Participants were asked during class discussions about previous 
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experience regarding international experience, attitudes, and perceptions. Their answers 
helped with framing socio-cultural activities aligning with dimensions of the Intercultural 
Maturity Model (IM) to ground a conceptual framework for Jazz, given that no 
precedence existed in the intercultural competence or intercultural maturity literature. 
The students were observed through their responses to the seminar activities to 
understand how markers for intercultural maturity developed despite their initial cultural 
orientations with two important new foci: students did not leave their campuses and the 
genre of Jazz was leveraged for instigative effect. 
A defining characteristic of the Jazz GNLE for this study was the presence of a 
faculty member in each geographic cohort who participated in the seminar activities. The 
purpose of the faculty member being situated in the class and participating in activities 
was to help translate idiomatic expressions and provide resources on the significance of 
cultural traditions in each region. This seminar design element was implemented from the 
COIL model (Collaborative Online International Learning), a teaching methodology used 
in my earlier coursework and research. A crucial benefit of faculty being present in each 
cohort was that it aided the perception of any power differential between student 
participants and I as researcher. The level of engagement that each faculty provided in the 
seminars further mitigated my role as a participant-observer and researcher.  
It is important to note that because of this earlier research (Helm Hammonds & 
Oritsejafor, 2015), I had a relationship with the participant universities facilitating ease in 
gaining permissions for the study protocols. Developing prior relationships with these 
university partners was invaluable in finding a good fit for a research project spanning a 
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full semester. Though the actual data collection happened during eight weekly sessions, 
the preparation, recruitment time, as well as follow-up after the synchronous sessions did 
span an entire semester. Without a prior relationship with the participating universities to 
anchor the activities over the duration of the study, the logistics necessary for successful 
data collection could have easily become problematic. These prior relationships helped to 
encourage student recruitment and gain the support of senior administration. 
GNLE Logistics 
This study took place before the Global Pandemic of 2020 and so, the normative 
understandings of virtual learning were not standard knowledge. There was a need to 
address participants’ concerns about global classrooms and technological methodologies 
related to logistics, content delivery, course design, and internet access. I had previously 
taught and designed distance education courses and pioneered GNLEs for my campus, as 
had my faculty peers in each cohort. To allay some student and faculty concerns and to 
support a level of comfort with technology, we embedded introductory tasks utilizing 
research from technology pedagogy. Dorfman (2013) presented research about the use of 
technology when teaching music or technology-based music instruction (TBMI). I further 
tweaked the seminar design incorporating TBMI by distinguishing the intersections of 
pedagogical content knowledge and technological content knowledge (called TPACK in 
TBMI) on the student experience, and implications for faculty delivering seminar content 
(p. 46). Faculty in the international cohorts in the GNLE had the opportunity to 
demonstrate effective capacities using TBMI and TPACK reducing my concern of our 
being equipped to engage fully in our GNLE activities. IT specialists and tech staff in 
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each cohort were assigned to our weekly sessions. However, the students did have a 
learning curve in: (a) signing on to WebEx from a home computer instead of joining in a 
classroom with their cohort peers, (b) preparing digital media to submit assignments for 
audio (mp3s or wav files), (c) preparing video files in two size formats to accommodate 
students in geographic areas with low bandwidth issues, and (d) identifying audio and 
video capacities of home computers or devices used to attend the GNLE sessions. 
Preparations addressing these particularities helped us to avoid issues around the use of 
technology during the weekly seminars.  
A GNLE functions in a web-based environment and virtual network, and there are 
features infused in the assignments and activities delivered through technology. These 
features had to include relationship generation and managing perceptions, (e.g., asking 
students in each geographic cohort to lead the discussion on an activity to remove any 
appearance of preference by my choosing only NCCU students). Also, the technological 
capacities of the students, faculty, and staff, were a point of focus. Incorporating 
technology in classroom instruction could have become a distraction and harbinger of 
negative perceptions about access to resources as domains of power. I was able to adjust 
the design of seminar content to avoid any such distractions by incorporating the lessons 
learned from earlier research about educators working in GNLEs (Helm Hammonds & 
Oritsejafor, 2015; Starke-Meyerring & Wilson, 2008). What resulted was an 
accommodation for varying levels of access to broadband use by student and faculty by 
adjusting the meeting times (to avoid heavy broadband traffic), and consulting with 




There were no hindrances of ideologies impacting participant perspectives or 
communication capacities to engage across cohorts; specifically, who owned the 
knowledge about technology in the classroom and how the content was exchanged across 
our web-based environment. Each cohort experienced the expected latency when 
attempting synchronous performances, so we all adjusted with an asynchronous work-
around of sequential performances. How this worked was one student would perform in 
call-and-response fashion to a subsequent students’ answer as happens in similar 
situations during jazz concerts. The assignments called for sharing of pre-recorded audio 
or video while meeting synchronously, creating an opportunity for observation of 
participants’ traverse of developmental domains in the IM.   
One of the characteristics of TBMI is the importance of maintaining focus on the 
content component and musical experience (not on the technology) and for educators to 
focus on teaching and learning while allowing the influence of technology (Dorfman, 
2013, p. 46). Starke-Meyerring and Wilson (2008) echoed a recommendation from 
educators utilizing GNLEs to have technology "feel invisible" as a best practice for 
GNLEs. I made every effort to curtail any potential outlier of an experience of imbalance 
of power or access due to technology and resources. I mitigated this potential misstep of 
perceptions of power by utilizing key-informants and faculty in each international cohort. 
They provided background information about the students' access to technology and level 
of comfort with uses of technology required in the seminar. (I will address the full role of 




 One implication of representing the complexity of a case study of this breadth 
(involving international participants, on three continents, focusing on three curricula 
topics, through a complex developmental framework) is that multiple sources of data are 
warranted. Barone (2000) notes that case studies are particularly apt for describing 
complex phenomena. Primary data were gleaned from a combination of fieldnotes from 
observation of the participants and documents generated from student assignments. Those 
data were supplemented by key informant interviews, document analysis, and student 
artifacts.  
 I wanted to learn how students were thinking and what was known about other 
participants’ cultures as warranted for the ethnographic data collection techniques I used. 
I adapted jazz activities germane to jazz studies curricula with prompts about the culture 
in each cohort. Data generation from these activities proved vital. The participants were 
asked to compose jazz compositions, research historical and biographical information 
about jazz musicians from their own cultures and improvise on the personal work created 
during class. I will discuss these activities in depth in the Document Analysis section. 
The documents were submitted via a Google Drive folder or presented during the 
synchronous sessions. The submissions were scores of the songs composed, video and 





Fieldnotes were my anchor to document all that was observed and experienced. I 
relied on the ability to record experiences in the moment and observe reflexive responses 
to conversation. According to Emerson, Fretz, and Shaw (2011), fieldnotes are “a method 
for capturing and preserving the insights and understandings stimulated by. . . close and 
long-term experiences in the field” (p. 14). I recorded my experiences and observations in 
two journals. The first journal is what I called my performance journal, and the second—
that I used for class observations—I referred to as my fieldnotes journal. As Kendall and 
Thangaraj (2013) suggested, a participant observer “is always and ever part of the social 
scene” yet “always recording the experiences in which she/he is a participant-observer” 
(p. 87). The level of activity and emotional engagement of the students—together with 
the generative actions of the faculty—did not fully allow me to write fieldnotes during 
every class. Jottings assisted creation of a full picture to recall reflections or questions 
emerging during observation sessions. Emerson, Fretz, and Shaw (2011) defined jottings 
as "brief written records of events and impressions captured in key words and phrases" 
(p. 29). For example, as I observed, I made jottings and notes to assist with recalling 
nuances of a students' actions or specifics in language. This was especially important if 
the class discussion became agitated with conflicting attitudes or ideas about a jazz 
composer or song. I believe I was careful to "act with sensitivity, trying to avoid 
detracting from or interfering with the ordinary relations and goings-on" (p. 37). My 
jottings also included notes of questions as asides about how a particular student 
consistently engaged or responded during class. Immediately after each observation 
	
	 83 
session or participant conversation, the jottings and recollections were turned into 
fieldnotes—which were more complete character sketches, scenes, or commentary. I 
moved toward reading the fieldnotes and making analytic memos after writing. Merriam 
(1998) denoted that new data collection sessions can be planned based on what is 
observed in previous sessions, therefore, a process of writing fieldnotes, reading the 
fieldnotes, and making analytic memos led to observing again.  
I returned to my performance and fieldnotes journals to not only write again but 
converse between the two journals. I labeled one journal as my performance journal 
because it often felt like I was a member of a jazz ensemble, and I tried to capture jottings 
when I was struck with this feeling during the sessions and engaged in subsequent 
journaling after data analysis began. As an example, my performance journal contains 
references to songs chosen by students as their example for assignments, and how I 
would interact if part of the students’ project or ensemble or connecting ideas. In one 
instance, the student Jason chose the American songbook standard When I Fall in Love 
for one of his impromptu performances in class. While he was singing, I began humming 
quietly, ideas to myself as a call-and-response reaction to his improv on the song. I then 
returned to my class observation journal and scribbled ‘communities keep people apart’ a 
piece of a quote from spiritual writer Gary Zukav (author of Seat of the Soul), that came 
to mind. How odd it seemed at the moment to consider musical ideas as communities of 
identities. Later I jotted more notes in my fieldnotes journal to expand on the idea of 
collective improvising as separate communities/ideas, and in my performance journal, 
about Jason’s use of space and my melodic ideas as counterpoint. 
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Key Informant Interviews  
I enlisted the assistance of key informants in each country from each of the 
cohorts. The selection process for the key informants was based on observations during 
the first few sessions of students’ behavior. Students who seemed to have the immediate 
respect of the other participants and/or emerged as class ‘leaders’ were obvious choices. I 
also asked my cohort faculty for suggestions knowing that they were a bit more familiar 
with the students in their home universities. Kendall and Thangaraj (2013) note that, 
although a key informant was once the subject of research, she or he is currently viewed 
as “a critical collaborator . . . helping to shape the research and often the analysis and 
writing of an ethnography” (p. 85). Thus, long-term engagement of key informants in the 
research is desirable. Key informant interviews, according to Merriam (1998), are 
emergent, dynamic, and recursive.  
Questions arose as I generated fieldnotes in analytic memos about the significance 
of specific events, activities, or the situated use of language. Some of my questions to key 
informants were about slang, colloquialisms and idiosyncratic comments made during the 
sessions from students. As an example, an interesting conversation developed in one 
session around Easter holiday celebrations in each country, and the key informants were 
useful to describe cultural habits and customs regarding holidays; a) what foods were 
eaten, b) religious or secular nature of Easter and other celebrations, and c) length of the 
celebration(s). Clarifications about cultural identities and practices were necessary due to 
the characteristics of working with international study participants. I also sought to 
understand the frequent occurrence of jokes and sometimes off-color humor in the 
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conversations and comments from a few of the students in South Africa. A student in a 
key informant role in that country described the tendency toward sarcasm and humor as a 
coping mechanism, stemming from socio-culture tensions during Apartheid.  
Key informants were also utilized in another very important set of tasks involving 
translation of the cultural dynamics of technology use in the GNLE. I provided copies of 
the complete conversations to the key informants to allow them to react to the responses 
captured in the interview and suggest corrections, clarification, and edits. I shared larger 
and more detailed sketches, scenes, and stories to ascertain their coherence and credibility 
before adding to the data sets at later stages of my analysis. Long-term engagement of 
key informants in the research turned out to be necessary. The student’s conversations, 
responses, and interview interactions while we were together during my Fulbright stays 
in Denmark and South African, (which strategically book-ended data collection) were 
invaluable to buttress the data collection session observation results against my overall 
personal reflections. I will discuss this more in Chapter 6. 
I avoided being perceived as having power over the key informants of this study 
due to my status as a faculty member. I was able to adjust my role to share the duties for 
instruction in the seminar to a more collaborative co-teaching role with the international 
faculty in each cohort. This allowed me to move the focus away from me as a central 
figure. I further minimized the power distance by enlisting a key informant’s 
collaboration, particularly with analysis and the content of their interview aspects in the 
final document. Furthermore, appearances of coercion were mitigated because neither I 
nor cohort faculty graded student work. 
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Faculty Cohort Interviews 
 The co-teaching faculty in each cohort were also interviewed to provide clarity for some 
of the dynamics occurring between among all participants (students and faculty), and to 
translate cultural customs in each glocale. The cohort faculty spoke to the elements 
within each academic environment, the perceptions not discussed in class that were held 
by students, and the overall ideas about the research experience as discussed with faculty 
peers and senior administrators. The faculty participants agreed to support the students 
and the research effort as my colleague, with the added plus of global activity for their 
music units at each respective campus. In each international cohort, a faculty member 
was a participant in at least one session. One of the benefits of co-teaching faculty is the 
rich and diverse discussion and varying ideas offered within regard to assignments or 
tasks. The faculty interviews were an important data set for understanding how students 
traverse across the IM continuum related to geographic socio-cultural influences. 
Student Artifacts 
Documents analyzed in the study were from student assignments during the 
seminar. Students expected the assignments as a regular part of the seminar, and I fully 
disclosed that student artifacts would be used in the research. I explained that 
assignments would be observed for analysis to understand the research phenomena. The 
assignments were designed to instigate aspects of intercultural maturity in cognitive, 
interpersonal, and intrapersonal domains, distilled to observe developmental traits of the 
IM. The six tasks embodied in the assignments required students to:  
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1. Create a Video Bio: The video bio assignment is a pedagogical tool, used as an 
icebreaker in GNLEs to facilitate familiarity between international student 
cohorts. The video is most effective if no more than 3-to-5 minutes in length. It is 
designed as an informal self-interview to serve as a virtual introduction to 
classmates and provided enough detail to allow peers a feeling of familiarity with 
peers once they began class. The interview prompts were meant to educe info of 
the who/what/where/when/why questions when one meets someone (e.g., school 
attending, year in school, name, instrument, degree, personal interests, birthplace). 
Students were allowed to use a random object in lieu of an extemporaneous 
introduction if that was preferred, of any item and make connections to the item, 
e.g., “This is a wallet. It is a little old and weathered, like me.” None of the 
students’ assignments were used without permission.  
2. Compose a Folk Song-to-a-Blues: The purpose of the assignment/task was to 
discuss a cultural aspect of jazz approaches to jazz composition, improvisation, or 
history germane to the students’ cultural orientations. This task required students 
to use a folk song known in their family history or nationalistic background and 
create a song in Blues form based on their folk song of choice. 
3. Compose Within a Collaborative Songwriting Team: Students were able to 
choose a peer in any cohort with whom to create a song together. We encouraged 
the choice of a writing partner from a different cohort to encourage the students to 
be vulnerable with a stranger in a musical task known to evoke emotional and 
mental breakdowns or breakthroughs—composition. Jazz composition requires 
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the writer(s) to have acumen in jazz theory and improvisation. Successfully 
composing in such a demanding genre often bolsters the personal courage to 
access one’s creativity.  
4. Discussion of Jazz History: Students were invited to discuss any aspect or ask 
any question of the professors about topics in jazz history, especially as relatable 
to any geographic region represented among the participants. The discussions 
were autoethnographic in nature related to participants’ personal experiences. 
Students were encouraged to introduce books, recordings, videos and other 
materials that they cared to share, and to advance or continue class discussions.  
5. Compose a Cultural Contrafact: A contrafact is a compositional device 
originating from genres in Early Music (e.g., Medieval and Renaissance eras). 
Jazz musicians have adapted the practice and terminology representing a common 
technique often used in jazz composition. The function is the same: An existing 
composition is used to create a new composition, utilizing the initial harmonic 
structure as source material. This task was like the Folk Song to-a-Blues task but 
differed in that the song form and harmonic structure could not be a typical Blues 
form.  
6. Explore Women in Jazz: The contributions, distinctions, historical 
documentation, and participant perceptions about women jazz musicians, 
composers, arrangers, orchestrators, and educators was a topic of discussion.  
Our seminar discussions focused on the assignment activities, and requisite 
teaching as required of the assignments. The course design was driven by the research 
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questions intended to cultivate interactions between participants as an intentional process. 
Deardorff (2006) reiterated the importance of thinking about intercultural maturity as a 
lifelong pursuit and of the inability for one intervention or cultural activity to result in 
intercultural maturity. A helpful starting point for this study was having learners engage 
in activities (such as the Create a Video Bio assignment described above) that increased 
their own cultural self-awareness and identity. We had six assignments. I thought of the 
six assignments as interventions toward developing intercultural maturity, embedded with 
several types of cultural indicators.  
Data Analysis 
 
I cycled in and out of data generation and analysis, constantly comparing data as I 
gleaned and constructed meaning. This recursive process entailed revisiting interview 
data, memos, and artifacts and at the same time interrogating what emerged—questioning 
what I wanted to see versus what was staring me in the face as the obvious data. The 
artifacts included the student assignments of videos, song compositions, composition 
sketches and audio recordings of improvisation on synchronous and asynchronous 
performances. Case study and ethnography scholars have explained that data generation 
and data analysis are ongoing, simultaneous processes that require the researcher’s 
reflexivity and transparency. Merriam (1998) claimed that merely collecting data in 
interviews, documents, field notes, and observations does not constitute an ethnographic 
case; a sociocultural interpretation of the data is needed. A sociocultural analysis of the 
unit of study—in this case, any indicators of students’ navigation across the IM 
continuum within the context of the Jazz GNLE—is what sets an ethnographic case study 
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apart from other types of research. The goal of data analysis in case studies is to 
communicate understanding of the case (Merriam, 1998). Relying on language from the 
participants, and information-rich scenes and character sketches, I generated an analytic 
account of cognitive, interpersonal, and intrapersonal dimensions where identifiable in 
study participants. If indication of such dimensions emerged, I looked to identify initial, 
intermediate, and advanced developmental stages. 
According to Stake (1995), the data analysis has no particular moment when it 
begins and goes "on and on" (p. 71), so the cycle of observation and jotting, followed by 
writing fieldnotes, and the recursive tasks of reading and re-reading fieldnotes was 
cyclical. Also needed were the tasks of writing memos and reading/re-reading before I 
returned to the next observation session. These tasks continued and were ongoing after 
the end of the seminar. I withdrew to analyze the full data corpus (the full set of 
fieldnotes, transcribed interviews, and artifacts from students) to generate more coherent 
meaning and information-rich descriptions from the case.  
Identifying Themes 
I utilized NVivo software to migrate into a stage of data analysis, coding and 
identification of themes. The procedure entailed loading in documents to the NVivo 
software from my data collection containing the transcriptions from the eight GNLE 
sessions, interviews with key informants, and student artifacts. I conducted query results 
for word frequency, text summary and word clouds (See Appendix B). The data was 
coded and separated according to themes and triangulated between traits identified in the 
domains of cognitive, interpersonal, and intrapersonal aspects from the Intercultural 
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Maturity Model of the King and Baxter Magolda (2005) framework. This step involved 
line-by-line analytic coding of interviews and transcripts of the seminar sessions. What 
followed next was open coding, where, as Bryant (2013) indicated, the researcher 
includes memos on all "ideas about codes and their interrelationships" (p. 118), 
regardless of their connection to the research questions. I focused more intensely during 
this stage and turned to the research questions. The sessions were very intense when 
many students from all cohorts were present, and analysis of the conversations was 
tedious, requiring a deliberateness in capturing meaning in each conversation thread. The 
participants were very self-expressed, and some of the conversations during the sessions 
were akin to attending a family reunion—wild with a range of interactions from jovial 
laughter to argumentative folly. Following these threads was likened to the sharp head 
turns in an audience watching a ping-pong game! It was necessary to remain very focused 
during analysis as emergent themes were distilled from the data, fostering a second focus 
on the research questions. Thus, promising ideas were generated during open coding. I 
was able to link threads together and generate more integrative memoing about thematic 
connections during this phase.   
There were also decisions to consider about what kind of visual or tactile artifact 
best communicated a student’s demonstration of aspects from the IM. I had to unpack the 
data to distinguish where the identifying behavior, perception, or communication along 
the IM continuum existed. These were the observations and decisions that aided in 
developing a coherent story around the themes and beginning thoughts about how to 
represent the themes in the subsequent stage of data presentation.  
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Data Analysis Considerations 
I employed four basic qualitative techniques or steps, identified by Shank, 
Pringle, and Brown (2018) to begin analysis of the data. I oriented the data for meaning 
discernment and thematic analysis with the strategies of reflecting and synthesizing, and 
narrating. The four steps used were discovering meaning, investigating, seeking 
illumination, and participating. When I began this research, I wanted to know if 
something inherent in jazz, or if participation in a GNLE, could instigate reactions in the 
participants. I was looking for communications, behavior, and perceptions indicating 
their movements along the continuum of the initial, intermediate, and advanced domains 
of the King and Baxter Magolda (2005) theoretical framework of their Intercultural 
Maturity Model (IM). Some of the themes around the discovery of meaning emerged as I 
observed data and in my journaling about question threads. Some of the activities moved 
the needle from one end of the continuum to another—evidenced in a participant—only 
to motivate another question in my thought processes about the data. As an example, if 
curiousness is a theme that recurred from behaviors or comments in the data, does it 
indicate a lack of fear, and thus an embracing of the other student’s cultural orientation? 
Is it the same kind of personal perspective – curiousness – when navigating and choosing 
the best strategy to master blues chords or, specifically, the more difficult chord 
progression in jazz known as rhythm changes? And, if the students are discussing this 
and a Danish student’s strategy is the same as an American student’s strategy and they 
acknowledge such, what does it mean? Does the show of mutual respect via their 
agreement constitute a development along the continuum of the traits indicating any of 
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the cognitive, interpersonal, or intrapersonal domains? The meaning-making is so subtle, 
and I was constantly evaluating how one captures this subtlety: “What is this?” was a 
recurring query guiding decisions. 
The most challenging aspect of this process was to release my assumptions. What 
I observed of jazz students’ interactions had to stand isolated as a lived experience in the 
moment. Whenever I became focused on proving my research questions I got lost in the 
weeds. I needed a strategy so as not to contaminate my observations. I believed I was 
patient, though I did not initially trust the way forward. It felt clumsy and murky. I settled 
on strategies to adhere to a strict analysis of data and reliance on emerging themes to 
mitigate my personal and professional biases. A focus of my final strategy was to 
combine this approach with examining meanings emerging from the themes. 
Data Analysis Decisions 
I incorporated two qualitative analysis strategies for discerning meaning—
reflecting and synthesizing, or narrating—and used these lenses as the best way to present 
the story of three main students and several composite students. Reflecting and 
synthesizing or narrating as analytical models provided adequate avenue to discern what 
threads of data support the degrees of cognitive, interpersonal, and intrapersonal maturity 
as markers for development of intercultural maturity. The students’ interactions often sat 
squarely between both strategies. From these interrogations of the process emerged 




Reflecting and Synthesizing 
 I used reflecting and synthesizing to be clearer on my personal experience during 
the data collection. I was both amused and concerned during each seminar session. The 
task was unenviable. I was involved with creating and initiating engaging conversation 
among participants while attempting to direct instruction and monitor the live chat feed. 
My probing dialogue was intended to pull more out of each morsel of conversation. 
Another part of me was working to not engage in meaning-making. The desire to keep 
the conversation rich and organic was a true focus. I understood in each moment of 
talking/listening just how important was the reflection phase. I journaled passionately 
about the experience after each session.  
 More questions naturally arose as I began my reflection and synthesizing of the 
students’ writing assignments, listening to playback of the archived recordings of each 
session, and reviewing the transcripts of classes. Students demonstrated wanting to 
connect with their classmates. Some students wanted to know information like personal 
choices behind peers’ compositions or musicians who were sources of inspiration in 
completing the assignments. All these ruminations became data in the journaling process. 
On Narrating. I like the telling of stories and I like hearing stories. Stories 
provided an avenue to learn about the personal aspects and humanity of the study 
participants. Gruber (2011) confirmed this idea stating, “oral stories are uniquely suited 
because people actually want to be moved when listening to a story” (p. 49). The human 
element in a jazz performance is fascinating to listeners and often described as a portal 
for personal connection. Jazz is mystifying to many because the inner workings of the 
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music seem magical. As one student described to me in the seminar, watching a live jazz 
performance and watching jazz musicians on stage, feeling awed; “They are human 
beings like me, but what they create makes them other worldly in my eyes.”  My aim was 
to capitalize on this element about storytelling and jazz in the dialogue as a participant-
observer during the seminar. This goal comes from a belief I hold and an African proverb 
that says, “if the Lion doesn’t tell his story the Hunter will.” I attempted to share the data 
findings so Jazz would be the figurative “Lion.” Jazz music holds about 1% of the 
commercial listening audience (Dunscomb & Hill, 2002; Pellegrinelli, et al. 2021). Jazz 
educators and musicians must constantly validate their existence to funders, school 
administrators, and education reformers (The Hunters). The narration strategy idea 
excited me as a researcher. 
Using narration as a tool requires one to employ a bit of portraiture, a qualitative 
method described in research scholarship as bringing insight to a participant’s life, aiding 
in understanding their details (Lawrence-Lightfoot, 2017; Lawrence-Lightfoot & 
Hoffman Davis, 2002; Shank, Pringle, Brown, 2018). These details include not only what 
the person says or does but characterizes key aspects about a person. Portraiture was a 
useful method to present summations about data which did show maturity of individuals 
in each group, and across the class. The stories I share in Chapter 4 employed descriptive 
language of the people as well as the meanings behind the conversations. This method 
served as the connective tissue from theme-to-theme. Clarification was gained in how 
interaction among the participants demonstrated development gradations in either of the 
domain traits of cognitive, interpersonal, and intrapersonal dimensions. Much of data 
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analysis continued beyond the data collection period, as Stake (1995) explained about the 
nature of case study, and that “an ongoing interpretive role of the researcher is prominent 
in qualitative case study” (p. 43). Interpreting data is a recursive process: 
Analysis is a matter of giving meaning to first impressions as well as to final 
compilations. We take our impressions, our observations, apart. We take the new 
impression apart, giving meaning to the parts. Not beginning, middle, and end—
not those parts—but the parts that are important to us. Analysis and interpretation 
are the making sense of all this. (p. 71) 
What Stake (1995) described was my experience, which I will discuss more in Chapter 
Six, Coda. 
Reflexivity/Positionality  
My understanding of an ethnographic account is that it is not a transparent account of the 
participants’ world, but instead is an account of the researcher’s relationship with that 
world. During the process of reading fieldnotes and constructing analytic memos, my 
background as a person of color, my own journey toward intercultural maturity, and my 
experience as a course designer inevitably shaped my writing—“where to start, what to 
put first and what later, what to include, and what to ignore” (Emerson, Fretz, & Shaw, 
2011, p. 246). The two journals allowed me to move reflexively between describing 
participants’ acts and accounts of meaning-making and note an awareness and 




Merriam (1998) consequently recommends that ethnographic cases should 
comprise “information-rich description. . . so that readers will be able to determine how 
closely their situations match the research situation” (p. 211). My use of ethnographic 
data collection techniques was ample reason to align with this context. I distanced myself 
in additional ways to maintain the ability to have an authentic examination of the 
situational impact of my role as a participant-observer on interactants: 
1. I chose to be transparent to the study participants of the fact that the seminar 
was designed for the purpose of researching aspects of personal development. 
2. I did not grade assignments because of my role as an instructor in the seminar. 
The intent was for the students to express and participate with an incentive of 
freedom without limitations, other than the guidelines for the completion of 
tasks.  
3. I had faculty co-teaching and participating from each geographical cohort 
university, taking the spotlight off my perspectives, oversight, and directives. 
It was important to me to share the data in a way that felt authentic to the 
excitement and fun I had during the data collection and then during conceiving and 
preparing this account of the research experience. Participating in the eight sessions of 
the Global Jazz Seminar felt like home—creativity, community, and collaboration—all 
the aspects of performing in a jazz band. Each session was lively and surprising at every 
turn. The nature of jazz performance is to prepare and be ready for anything—to know 
your music but be open to what any bandmate throws into the moment to elicit responses 
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from the other members on the bandstand. The musical conversation in jazz is sometimes 
swift and sometimes ebbs and flows. These same characteristics were part of the 
interactions during the seminar sessions. 
Researcher Roles 
I interrogated and framed what I observed from the perspective of my four 
decades of lived experience as a jazz musician. How this played out in the seminar was 
my ability to discuss musical terms and concepts from a practical and theoretical stance, 
earning trust of the participants. I could convey stories of same experiences or be 
empathetic to situations described by the students. I am a composer, performer, and 
improviser, thus my personal and professional experience of growth and development in 
these topics constituted shared experience with student participants. 
I also have 15 years’ experience as a jazz educator in my current employment role 
as a professor of Jazz Studies. The conversations with the faculty and assignment 
directives driven by guest faculty impacted the decisions I made during the sessions and 
in the planning before and after the sessions. I could further negotiate power differentials 
via co-teaching dynamics engendered within group discussions. For example, I could 
avoid seeming authoritative about historical data not related to my home country by 
handing off comments and explanations to the faculty member in that geographic 
location.  
I chose to see my role as a participant observer as precarious and took 
responsibility to carefully view the ethical tension therein. The conversational layers 
juxtaposed in my mind as a researcher, participant-observer, educator, and jazz musician 
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required the discipline of self-doubt. My many questions cycled down to one: Are these 
behaviors evidence of students’ traverse across the three domains of the IM? I found 
myself asking, memoing, journaling and reviewing notes from each session with these 
types of questions. 
Aesthetic considerations  
I had to consider an important detail about language in the sessions. As previously 
mentioned, the study involved students taking a seminar experience in English. Two-
thirds of the students did not speak English as their primary language. Thus, 
representation of all student documents and key informant interviews had to be faithful to 
language-of-origin expressions. Faculty in each geographic cohort were helpful in this 
aspect to maintain integrity of the students’ ideas. Lastly, visual representations of 
archived student work had all identifying information removed. 
Validity 
Merriam (1998) considered internal validity to be a strength of case studies, 
because they represent complex reality and are closely tied to participants’ interpretation 
of the world. Multiple data sources, member checks of key informant conversations, and 
a clear audit trail of the researcher’s decision making can help strengthen internal 
validity. There were many participant points of view captured in the documents collected 
resulting in a plethora of emergent themes. Journaling also proved crucial to maintain and 
record the decision making involved for each role I played during the seminar, before and 
after data collection, and during data analysis. There was a constant comparison of data to 
saturation; code saturation and meaning saturation of having heard and understood all 
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that was possible. My full immersion in the course and strong relationships with 
participants also contributed to meaning saturation. Also, supporting the deductions of 
meaning saturation was triangulation among data sources and resonance with the key 
informant interviews. 
In contrast, external validity is more complicated with the ethnographic data 
collection strategies I incorporated into this case study. A single case study often has not 
been considered as a basis for generalization; however, Merriam (1998) argued: 
The general resides in the particular. . . While we may never live in the South 
Pole, we can understand loneliness by reading Byrd’s account; we can come up 
with concrete generalizations about power and corruption by listening to 
Watergate tapes, although we are not likely to be president. (p. 210) 
I interpret this statement as relatable to the context of this case of intercultural maturity in 
a GNLE. I had to be aware to not assume data would serve as blanket support for the 
pedagogical uses of technology or global classrooms. My focus was to observe if the 
particularity of the geographical separation of interactants offered or constrained 
worthiness as a vehicle to witness any traverse through the three developmental stages of 
the domains of intercultural maturity. More pointedly, the ethnography of a GNLE where 
students engaged in jazz activities may not necessarily be characterized with a causal 
relationship. Could the data emerge similarly in other styles of music? There could be 
many reasons for any of the participants’ personal developmental progress toward or 
away from intercultural maturity. I had to constantly rethink the research questions and 
constantly review what data revealed by asking “What’s happening here?” Are these 
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conversations about the jazz activities? “Are the statements made emanating from the 
perceptions or identities held by the people talking, or from the cultural lens of each 
interactant, and not as a result of interactants being jazz musicians?” 
It was important to cultivate a social and psychological climate in the GNLE as a 
safe space where participants might expect a mindset of openness, like improvisers on a 
bandstand. Hendricks (2018) redefined compassion as a way for music educators to 
structure learning environments as safe spaces for students and “teaching them how to 
connect with others” (p, ix). There were other intentional elements in the course design to 
maintain authenticity in the participant behavior and communication. The sacrosanct 
elements of the session were our meeting time and day; student participants were free to 
be flexible in their fellowship and support of peers inside assignment activities. Faculty 
maintained cultural coherence for student cohorts and only interjected some guidelines 
for clarity of assignment objectives. As an example, jazz history or social content about a 
country or region was given by the faculty in that region. Compton-Lilly (2013) 
recommends Stake’s (1973) concept of naturalistic generalization “based on direct 
testimony, rich description, and other phenomenological data. . . constructed in 
conjunction with people’s existing knowledge” (p. 61). I followed these precepts. 
Data Presentation 
After overall themes were established and all data analysis considerations and 
decisions were situated, I proceeded to write the data presentation. I had to make several 
decisions as the writing developed. About this time, I made a conscious decision to write 
a novella to present the data comprising Chapter 4. I pondered over how to glean from 
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the data a composite character sketch of several of the students and from where: South 
Africa, Denmark, or the United States. Leavy (2020) detailed how characterization in 
ethno-dramatic writing is extracted from raw data to become dialogue and monologue. 
Ethnodrama is defined as the “writing up of research findings in dramatic or script form 
and may or may not be performed” (p. 192). Making the choice to present the data in a 
novella afforded the ability to present “rich, textured, descriptive, situated, contextual 
experiences and multiple meanings form the perspectives of those studied in the field” (p. 
193). The session transcripts of participant dialogue provided language, and speech 
cadences. I was careful about notating and retaining all “filler words like ‘ums’ and 
‘aahs,’ which served to retain personalities of the participants and prevent flattening of 
the data” (p. 194). Within the story are composite sketches of several study participants, 
created as hypothetical students and faculty embodying an amalgam of observations and 
interviews, as well as my experiences during the study. Leavy (2020) discussed that the 
use of stories “from a pedagogical perspective help make sense of the events in our lives 
through which we seek to create meaning” (p. 167). This approach is representative of 
qualitative methodologies referred to by Glesne (2006) as art-based research defined as “. 
. . the creative, artistic ways through which researchers approach and represent their 
work” (p. 245). Art-based research is particularly helpful “in studies involving identity 
work,” (p. 245) and incorporates: (a) observation and reporting of subtle interactions to 
make them more noticeable, (b) storytelling and narrating, and (c) creation of portraiture 
of interactants. Denzin (2020) described how we “make culture visible through our 
writing practices” and categorized a novella as a form of performance writing: 
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They trouble the edges between text, representation, criticism and personal 
experience. This work moves across genres, writing forms, and disciplines, from 
anthropology to communications, sociology, education, drama, performance 
studies, and theatre. (pp. 673-674) 
Writing about 24 participants from about as many global locations was an 
incredible opportunity to explore language, story, and geographical environments. 
Conversations about the seminar assignments, happenings of the students’ day, and 
personal events all converged in the dialogue throughout the sessions and were captured 
in archived videos. These videos were valuable resources for storytelling elements lost to 
memoing and journaling in the moment. My multiple roles as researcher, participant-
observer, and musician created a struggle of deciding how to best portray a realistic 
representation of the students’ interactions whittling down to the most important chunks 
of dialogue. To give only a narrative-type report chronicling a verbatim sequence of the 
participants’ dialogue seemed a grave disservice to the reader. The intense level of 
engagement and range of personalities of the seminar participants was invigorating, like 
being on tour with a band full of old bandmates. Sometimes the students were literally on 
fire with enthusiastic arguments about musical ideas, legendary stories of iconic artists 
and jokes about cultural events. I often felt like an audience member in a sitcom. Some 
participants had a live-wire vibe. For example, the IT technologist for NCCU was 
compassionate, funny, and slightly irreverent. Her witty admonishments of students who 
didn’t quite follow directions about muting themselves upon entry had me laughing 
hysterically inside. There was no chance I would miss out on telling the rich story—that 
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really wrote itself—of all I observed and experienced. It was fascinating to be amid the 
students’ personal development engendered by our coming together around jazz. I was 
looking for a way to be artful and creative in this research process and maintain integrity 
with presenting the data findings, while still sharing the unique dynamic that resulted 
from expressive, engaged students from so many different countries. The students were 
thoughtful, exciting and compelling musicians, each having unique characteristics. 
Telling the story of the data through their characters was a great privilege. I hope to 
continue growing this researcher muscle in art-based research methodologies for future 
research endeavors. 
Choosing a Novella 
Storytelling is a strategy used by researchers in qualitative research and in art-
based research (ABR) methodologies. A particular benefit of art-based research is how 
data can be conveyed in nuanced layers clarifying subtle behaviors of interactants while 
illustrating emotional connections. Leavy (2019) stated the ABR umbrella afforded the 
opportunity to forge macro and micro connections from the emergent themes about 
participants’ lives and socio-culture. The ABR umbrella was useful to depict interactions 
in the GNLE, affording the participants distinct characters to unfold in the novella. 
Artists-scholars have come to be identified as adopters of ABR paradigms. The 
assumption is that “synergies between the qualitative and artistic practice” (p. 8) are not 
as disparate as generally assumed and help to elucidate meanings. Leavy further 
described how “ABR can democratize meaning-making and decentralize academic 
researchers as the experts” (p. 10). There was support for this statement as I analyzed 
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data in the study. Here was the opportunity to be my authentic self as a researcher, jazz 
musician and educator. The interactants comprised unique mixtures of traditional and 
non-traditional students in the seminar—of not only various levels of experience as 
performing musicians—but also career experience as K-12 teachers and university 
educators. These mixed levels of student experience precipitated a natural evolution of 
some conversations being student-led.  
Writing a Novella  
I endeavored to write a story to juxtapose the experiences of four key players: 
Jason, Keziah, Arnold, and McCoy with additional composite characters gleaned from 
the other study participants. The key players are central characters in the story as 
representative of the students of their country of citizenship or geographical region. They 
were also three very dynamic, unforgettable students; they each exuded charisma, self-
expression and reflexivity. To be transparent about the logistics of writing the novella: 
Chapter 4 is fictional. However, it is heavily based on the participant interactions in the 
eight GNLE sessions and data collection results. The story does not depict the 
conversations from every session verbatim. My intent was to afford the reader a sense of 
what the sessions felt like for me as a researcher, as a bit of a fly on the wall experience 
while presenting the data. Participants traversed a bevy of emotions ensconced in their 
dialogue. Some of the characters are the actual participants and some are composite 
characters very much aligned with the personalities engaged in the GNLE. The unfolding 
of the story was chronological and encompassed the eight contiguous sessions of data 
collection between March 2018 and May 2018.  
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I hired a writing coach who is a fiction writer to assist in my steep learning curve 
with crafting a novella. This was an invaluable asset as I learned the most basic aspects of 
telling a story. The funniest task I learned was not to head-hop. I had to discern when I 
was speaking from my point of view as a participant-observer and distinguish when I 
should be speaking as a narrator. This task was the most difficult as the strategy of 
efficient storytelling is to remain in a specific voice. I gained an entirely new respect for 
literary writers! The art-based research methodology was indeed a useful tool to avoid 
depicting the researcher as the expert as Leavy (2020) described, not only about the topic 
of discussion, but also about emotions demonstrated by each character. 
Novella as a Research Tool. The novella does not chronicle every detail of each 
conversation in every session, but instead is crafted to develop in ebb and flow, much like 
an improvised jazz solo. In jazz soloing, one person is leading the story or conversation 
and the ensemble members are listening, reacting, commenting musically, supporting the 
soloist then perhaps handing off the lead to another bandmate. Thinking in this way 
facilitated ease in flowing from a participant-observer to a researcher, to a jazz educator 
and back again. “In an ethnographic short story or novel, however, researchers tend to 
combine ethnographic insights and understandings with their own imaginations and 
literary techniques to tell a good story” (Glesne, 2006, p. 261). The goal was to provide 
the reader with a sense of what the sessions felt like for me as a researcher and to witness 
the unique engagement resulting from international cohorts of jazz musicians interacting. 
“Writing up aspects of your research as a fictional story, therefore, can be a useful 
analytical tool whether or not it results in a good story. Doing so may help you see the 
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complicated ways in which people’s perceptions, identities, and socio-cultural structures 
intersect” (Glesne, 2006, p. 262). 
I titled the novella that follows as Chapter Four, Jazz Cadences of Intercultural 
Maturity, as my representation of the research study. It is an art-based research 
methodological tool embodying a journey through the eyes of several composite 
characters who are creating jazz composition, jazz improvisation, and jazz historical 
experiences with one another. Through an eight-week session of data collection, Global 
Jazz Seminar, and journeys across the waters, I was fortunate to play with my new 
international friends on our global case study “stage.”  
When I love a recording, I play it repeatedly. The words and stories shared during 
the seminar, spoken by the participants, often return to my memory causing me to 
sometimes laugh out loud or sometimes wince with empathy. It is my hope that you may 
also experience the beautiful, funny, and often irreverent young people nurtured by 
courageous faculty. Together we were all forging new paths toward global citizenry 
through music. I eagerly anticipate your reactions to those whom you will meet in the 






Jazz Cadences of Intercultural Maturity: A Novella 
Prologue 
The following is a novella, a short story created using three main student 
characters and a few composite characters for the purpose of sharing my experience as a 
researcher and the intersections of data from the study: fieldnotes, class observations, 
interviews, participant-observer perspective, and collected student artifacts. Journal notes 
from my travel to each country before and after data collection and analysis informed the 
segments of the story that took place outside of the eight contiguous seminar sessions. 
The meeting space was a seminar where international students convened weekly in a 
WebEx environment to share collaborative jazz composition projects and talk about jazz 
music, jazz improvisation, and jazz history. 
Global Jazz Seminar 
11:00 a.m. final planning Skype call with international faculty: 
North Carolina Central University (Dr. Robyn Harris),  
Royal Academy of Music, Aarhus, Denmark (Dr. Kwella Christensen), and  
University of Pretoria, South Africa (Dr. Sean Jacobs & Dr. Sundehar Nkabinde) 
“South Africa is the country. Gauteng is the province, and Pretoria is the city?” 
asked Professor Robyn Harris, addressing her faculty peers. “I’d like to take this 
conversation a little deeper during the seminar classes to address possible perceptions of 
hegemony. And, guys, can we please talk as friends. All day long I must remember to 
say, ‘Professor, blah-blah.’ I’m happy to use first names.”   
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They all laughed. 
“Hey Robyn, Professor Sundehar Nkabinde here at your service, he said laughing. 
“Yes, you have it right. Province for us is a state for you guys. And Pretoria for us is a 
city, which would count as a county in the States.” 
“Ahh, thank you for that Sundehar,” said Robyn, also laughing. “I’m so happy 
you’ve spent time in the United States getting your doctoral degree. You’ll have to share 
that with the students. It will bode well to have them understand the fluidity that often 
characterizes the lived experience of being a performing musician.” 
“It might scare them.” said Sundehar laughing. 
Kwella asked, “Was that a Fulbright situation?” 
“Yes, in fact it was,” Sundehar replied. “There was a stretch of time when South 
Africa was pouring money into the arts — mostly from the big banks — and the U.S. 
Embassy would collaborate with the banks.  Musicians could apply for the Fulbright 
scholarships; we were grateful for that slice of political ‘make-nice.’ I’m just happy my 
wife was so understanding. It was of course before we had children.” 
“I can imagine that would have been challenging for a spouse.” Robyn 
commented. Kwella nodded in agreement. 
“I ask because I applied for our similar program here in Denmark and was 
denied.” Kwella’s face intimated the experience still stung a bit. 
“What is your government’s general stance on jazz in America,” asked Robyn. 
I’ve heard they are not so interested in Danes leaving to study Jazz in America 
particularly, feeling like Danish Jazz has a valid enough reputation.”  
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“Well, yes, in some ways that is true,” Kwella replied. “Many Danish musicians 
love and respect American Jazz. We’ve had expats like Dexter Gordon and Horace Parlan 
live here and make an impact. But Danes come to their own creative expression, which is 
a unique approach, nothing like American Jazz.” 
“In what ways?” asked Sundehar.  
Kwella continued.  “I’ve always felt like some American jazz is nice and rather 
enjoyable. But I can’t say that Bebop is a style I am fond of. It is too aggressive, some 
feel.” 
 “Aggressive?” Robyn asked with a wide smile. “Interesting.”  
 “Quite,” echoed Sundehar. 
 “Well, it makes perfect sense to express your musical ideas within any art form, 
so then why not call it another name – Improvisational Danish Music or something,” 
asked Robyn, a bit of annoyance in her tone. “How can you fundamentally change an art 
form that exists and appropriate it, call it the same name?” 
 Before Kwella could jump in to respond, Sundehar interrupted the conversation. 
 “Listen, I’ve just received a text message from my department chair,” looking 
down at his smartphone. “I’m late for a faculty meeting. I’ll have to have you both fill me 
in later. Robyn, do you want me to guide the conversation tomorrow about 
Provinces/States/County/Countries?” 
 “That would be great Sundehar, and thanks for being available today.” Robyn 
waved goodbye to her colleague and continued speaking with Kwella. 
 “Kwella, so let’s chat a bit more about Jazz in Denmark, so I can understand what 
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you were describing, and also let’s chat about what activity you want to share tomorrow 
during the seminar.” 
 “Sure,” responded Kwella. 
 Robyn and Kwella talked for over an hour. The rich, sometimes tense, 
conversation was instructive and enlightening for both. The colleagues delved into what 
drives their work, shared intimate details about personal values, racism, nationalism and 
identity. Robyn was humbled at Kwella’s generosity and compassion. 
Session 1 of the 8-session global classroom, Global Jazz Seminar 
Meet Jason, Keziah, McCoy and the Professors and composite characters, Arnold, and 
Ashleigh 
 “We have people from ten countries, joining us,” Professor Harris began. “Wow! 
Let’s find out where folks are. Now if you are in class from North Carolina Central 
University (NCCU), Royal Academy of Music, Aarhus or Alborg (RAMA), or University 
of Pretoria, South Africa (UP), wherever you may be enrolled in school, please let us 
know what your native country is, or native place of birth. One of the unique things about 
students who study abroad is the aspect of ‘wherever you go, there you are.’ It follows 
then that wherever you go, you bring with you everything from your family, everything 
from where you grew up as a young person and everything that you surround yourself 
with now. These nuances are things I intend to talk about in the class. As we do our 
examination of jazz history, jazz composition and improvisation we will learn through 
Jazz music and indigenous music in each country.” Professor Harris paused. She was 
looking at all the screens while talking, making eye contact with everyone in the physical 
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location where she was standing in the NCCU classroom and at the classroom 
transmissions of those joining from South Africa and parts of Europe. “I hope this gives 
everyone a bit of an overview.” My intent is to provide a bit of introduction to ease the 
question of what our sessions will be about, in case that is on anyone’s mind. She smiled 
her signature grin. 
Meet Professor Robyn Harris, North Carolina Central University 
 
Professor Harris was keenly focused on teaching vocal jazz performance, 
songwriting and vocal jazz ear training. With several decades of experience as a 
jazz musician who sings, and over half-dozen albums to her credit, she had been a 
professor in a university music department for the last dozen years. Eager to meet 
the criteria for research needed to anchor tenure, she indulged an invitation to 
write a grant with a colleague and friend from Denmark. The grant Request for 
Proposal (RFP) sparked interest in the long-held idea of connecting cohorts of 
students and faculty who lived in different regions of the world. The result was a 
suite of courses involving globally networked classrooms. How on earth does one 
get something like that in place? Who do I go to on campus to get something like 
this started? Where does the funding come from to get it moving? All the 
questions seemed daunting at first, but her tenacity and curiousness were driving 
forces. Ultimately, the seed funding from winning the grant resulted in a cohort of 
students, faculty, and IT administrators between three countries breaking new 
ground in globally networked learning environments (GNLEs). The grant called 
for a course design of globally networked classrooms between geographically 
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separate cohorts to learn what pedagogy is effective for teaching and learning in 
such settings. The resulting courses were now innovative beacons touting 
globalized curricula on each of the cohorts’ home campuses. It now is one of her 
most exhilarating teaching experiences. 
Professor Harris continued, “Professor Nkabinde, will you please guide us on a 
conversation about time as it relates to our class?” 
Meet Sundehar Nkabinde, Director of Jazz Curriculum, University of Pretoria, SA 
A veteran jazz musician, educator, and composer, Professor Sundehar Nkabinde 
and Professor Harris have been long-time colleagues. Their work on creating and 
planning global exchanges helped to create a collaboration extending to their 
colleagues on their respective campuses. Professor Harris spent two weeks in 
Pretoria, SA with Professor Nkabinde several years back to assist with the launch 
of another university where he was working and the launch of that university’s 
jazz licensure program. His leadership was evidenced by holding many positions 
on board and prominent music organizations in his country, including editor of 
the only music journal for jazz in South Africa. 
“Certainly!” Professor Sundehar Nkabinde begins. 
“So, Gauteng is like your state and Pretoria is like your city.  The professors have 
an idea to use the Google search engine to get a visual idea of distances between our 
respective universities.  Let’s put in Aalborg and see what comes up. See what they give 
us. It is about a tad after 4 p.m. in Denmark. And it gives us the CET time, Central 
European Time. But see here, GMT is what I’m talking about, Greenwich Mean Time. 
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And UTC, Coordinated Universal Time. You can look up on your phones right now the 
definition of GMT time and UTC. These are good things to learn about that you will need 
to use when collaborating to write with musicians in our class. It is the important detail 
you discuss when deciding what time to meet online to coordinate and conduct your co-
writing sessions. Let’s try another country from someone in the class. Okay, was it 
Evadny? Is she in class today? Let’s see what time it is in—did she say Ireland? 
“Yes, I’m from Dublin, Ireland,” Evadny responded. 
“So that’s 3:00, right now in Ireland,” Professor Harris chimed in. 
“What other country do we have represented in class today?” asked Professor 
Nkabinde. 
“Aruba. It’s 11:09 a.m. “They are in the same time zone as we are because we are 
currently in daylight savings time. But look at that, Atlantic Standard Time. Did you 
know that it existed?” Professor Harris said addressing the class. 
Professor Nkabinde continues to wrap up the conversation about world time.  
“Professor Harris do you want to add any closing comments?” asked Professor 
Nkabinde. 
“Yes, I will quickly,” said Professor Harris. “Okay, so there’s a great big ‘ole 
world with lots of people in it. 7.5 billion people, right? And it doesn’t revolve around 
where any one of us is. There are many different time zones and many different things 
that are happening. Like, while it’s your morning, your morning is the late evening for 
our friends who are in South Africa and our friends who are in Europe, who are going to 
be going home after we finish this class today. You here in the U.S. have the rest of the 
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day to complete, but they are just arriving home from school. Let’s all be cognizant of the 
time in which we operate.” Professor Harris paused a long time without saying anything. 
Professor Nkabinde interrupted the pause,  
“Why don’t we start with introducing ourselves to each other?” Professor Nkabinde 
retrieved the moment. 
Professor Harris, recovering, “Yes, let’s start with the two ladies here. Oh yeah and 
please put your phone on vibrate. I hope phones are not an issue with this group. Just so 
you know that is a pet peeve of Professor Harris’s.” She gave a big smile. 
“Sorry, that was me!” said Julie Ann. A few students giggle. 
 
Professor Harris continues, “Hi Julie Ann! Okay, so there you are. you are first, 
Julie-Ann.” 
 
“Hi, what am I supposed to do? I just go on?” Julie Ann asks. 
 
“Yes, of course, my bad!” Professor Harris smiled as she scolded herself. “I’m so 
excited I think you are all reading my mind. I must take more time to give explicit 
instruction.” 
She continued, “Okay, say your name, say your instrument, say where you were 
born, and say if you are an undergraduate student or a graduate student.” 
Professor Harris continued having all the students for the Global Jazz Seminar 
introduce themselves.  
Once all had been recognized on the call, Professor Harris continued the 
conversation by shifting to the introductory overview. 
“I really hope everyone is happy to be here! Professor Harris exclaimed with 
more excitement than she realized. “What I want to do next is kind of go over the impact 
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of time conversion, to be in each other’s world so to speak. The reason this may be an 
important conversation for all of us to have together is because you are going to travel to 
places where it’s important for you to know, well, what time is it exactly. Sometimes we 
can get used to thinking only about our own physical time. Some people who travel a lot 
may get a watch that has different time zones on it to avoid issues.” 
Professor Harris continued, “How many of you use your smartphones to know 
where to go and when?” 
A lot of students raised their hands or nodded in agreement. 
She continued, “How many of you knew that there were those many different 
kinds of time designations?” 
No one responded verbally, but hands go up around the WebEx room. 
Professor Harris continued the conversation, advancing the discussion according 
to each students’ responses and questions. 
“Does anyone have a funny story about being messed up around time,” asked 
Professor Harris. “Like, showing up somewhere when you traveled to the wrong time 
because you didn’t figure it out?” 
“I have something,” a male voice was speaking. “Should I share?” 
“Yes! Share with us! said Professor Harris. Who is speaking?” 
“Yes Ma’am. This is Michael. So, I went to visit my brother. He’s in Korea. And 
they’re like 13 hours ahead, I think? And uhm. Yeah, so, my flight left at like seven in the 
morning there, to come back to the States, but my watch was 13 hours behind, so I 
missed my flight.” 
	
	 117 
Everyone in the global classroom laughs. 
“Yeah… Missing your flight. Ouch. I’ve been there.” laughed Professor Harris. 
“Anybody else?” 
No one responded. 
Professor Harris started speaking again, “Well, when I first started—and 
Professor Sundehar Nkabinde could probably talk about this—when we first started 
doing classes like this, we were—oh my goodness, it was 2012 Professor Nkabinde?”  
Professor Nkabinde nodded yes. 
Professor Harris continued, “So, it’s been a long time, but if I recall we were 
trying to get the classes organized and we were meeting online on Skype trying to 
organize when the classes would happen. Professor Nkabinde do you remember that?” 
“Yes, I remember that clearly.” Professor Nkabinde was also laughing. 
Professor Harris continues, “Even for me, I still get confused about UTC and 
GMT. When you refer to time in South Africa, and referencing time outside of South 
Africa, which one, do you use Professor Nkabinde? GMT or UTC? 
“We use GMT,” he replied. “It depends, but generally GMT. Also, I have my 
smartphone which I really rely on.” Professor Nkabinde was shaking his phone as he said 
this comment. He was gesturing with his smartphone. 
Professor Harris noticed his gesture with the smartphone made the students laugh. 
The idea is gaining some traction with the students, who before now have been very 
quiet. 
Professor Harris jumped in, “I know, like now we can do it on our smartphones, 
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apps and such and prevent missing our planes. How many of you are on a 24-hour 
clock?” 
Some students raised their hands. 
Professor Harris asks more clarifying questions. “Like 1200 hours? 1300 hours?” 
“How many of us here in the United States, are used to thinking about time in the 
24-hour clock? Or in the 12-hour clock? It’s easy to do for us because we never think 
about time outside of our country. Sometimes, if you haven’t traveled—or even if you 
have traveled—you might not think about time outside of your home country.” 
Professor Nkabinde jumped in to share this instructional segment as agreed 
between the Professors. 
“We will have to do collaborative assignments with our colleagues in the U.S., 
Europe and Africa, requiring we learn how to think about and talk about time,” said 
Professor Nkabinde.  
Professor Harris nodded in agreement with her colleague. 
“I’m gonna pull up my screen here, a time converter link that I use,” Professor 
Harris said chiming in.  
“It’s called worldtimeserver.com. And you can put in a city here in the search 
box, and it will tell you what time it is there now. For instance, I put in, Pretoria. And this 
is interesting. This came up: Pretoria Gauteng, South Africa. So, can you please tell us in 
South Africa of the difference between Pretoria and Gauteng. And then South Africa as 
the country. 
The conversation about the distinctions in locations continued. 
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After a lively discussion, Professors Harris and Nkabinde bid the students 
farewell, closing session one. 
Session 2 of the 8-session global classroom, Global Jazz Seminar 
Meet Professor Sean Jacobs, Musicologist and Musician, University of Pretoria, SA.   
 
Professor Robyn Harris and Professor Sean Jacobs were friends and colleagues, 
their relationship stemming out of a collaborative class they had like this 
workshop for several years. They were introduced by senior administrators at a 
previous university in Pretoria where Sean was employed. He asked his current 
administration if they would be interested in Robyn’s project. With a resounding 
yes, the collaborative process began, and the two eagerly spent a summer of 
emails discussing Robyn’s ideas for content she would cover. Professor Sean 
Jacobs was a pianist and musicologist and loved all things music history. His vast 
knowledge was fascinating to all who knew him, and he was an ardent taskmaster 
with his students. He had a distinctive high-pitched, animated voice, and an easy 
laugh with a wide boyish smile. He often deliberated for hours over giving even 
the smallest of feedback and comments while grading on student papers. Because 
of this, he was both loved and feared. 
 “Ladysmith Black Mambazo was the most famous for a style of music from the 
working-class Zulu speaking people,” Professor Jacobs began the lecture for the session. 
“The name of the style is called Isicathamiya. The lyrics were often political, and 
thus the music was performed at protest rallies organized by the Congress of South 
African Trade Unions. Ladysmith’s lyrics were more metaphorical and religious rather 
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than outright critical of the social order of the day; thus, they were pushed forth by the 
government-owned stations.”  
Hands went up all over the Web-Ex. 
 “Why then, are we given the Paul Simon/Ladysmith Black Mambazo image of 
South African music as a dance and entertainment group? Isn’t that a dishonest 
representation from the historical context of Isicathamiya music?” asked Arnold. 
Meet Arnold Elizabeth, Grad Jazz Composition, NCCU 
 
Arnold grew up in a little town outside of Charlotte, North Carolina in a rural 
county with exactly one streetlight. To anyone who could stand to listen to a 
constant theme he would say, “NC feels like what I imagined being in NYC would 
be like.” He would never say anything like that to his classmates though. He and 
his two younger siblings would spend their evenings around the piano, which his 
mom played, with him on flute and his sister singing. His brother played banjo. 
He loved these times because they were some of his fondest memories. His mom 
was very traditional and lived as a homemaker. His dad was a sheriff in the town 
and was very strict about roles of men and women. Arnold often stated how he 
hated the “Archie Bunker” (American TV personality) misogynistic mentality his 
dad often demonstrated.  
 Professor Jacobs smiled. “Yes, exactly!” And it is indeed the inquiry we make of 
what is shown in the international media. Skewed perceptions about the origins of 
international music are the topic of our discussions here in this seminar today. Professor 
Jacobs noticed Arnold’s piqued interest. 
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“Professor Harris, thank you for inviting me to be a part of this seminar,” said 
Professor Jacobs. We are all very excited here in Pretoria, to participate in something so 
timely and profound!” 
 “My distinct pleasure to have you Professor Jacobs,” replied Professor Harris. 
“Please continue.” 
 “Surely!” Professor Jacobs proceeded to explain the early beginnings of African 
jazz, which surprisingly resembled the development and growth of American jazz.  
Professor Jacobs continued, “Minstrelsy, brought by the colonizers to South 
Africa, was imported from the United States with White American minstrels in 
‘blackface,’ performing in Cape Town around 1848 and later to Durban and Cape Town. 
Like black face in the U.S., Blacks in South Africa copied and formed troupes with 
names like ‘Pirate Coons’ and ‘Yellow Coons.’ Many black groups formed later in 
America who began singing spirituals.  They called themselves Jubilee singers and 
visited South Africa – Durban and Natal—many times per year. Black choirs in South 
Africa began mirroring these groups very quickly.  From these cultural musical marriages 
was born the music known as Isicathamiya and, a later music developed, Marabi. Marabi 
was a style played by untrained keyboard players and borne out of a rhythmically vibrant 
and eclectic dance music. It was grounded harmonically in chords that repeated in 
sequence much like American blues, as was often the comparison.” 
 “I’ve heard that Durban was the place where the ‘real swing’ is. Is there any truth 
to that?” Arnold asked a question of Professor Jacobs, interrupting his story.  
 Professor Jacobs laughed. “Well, I guess it depends on who you talk to, but 
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typically, yes, that is the general consensus. It is largely because of the churches and 
gospel-tinged music of the area of Durban. The blues and gospel are present in the 
contemporary music that developed. Consider it a mirror of the Black communities in the 
United States, where commercial music traditions developed with the influence of 
Spirituals, Gospel and Blues music.”  
Arnold commented, “The similarities are astonishing!” 
Professor Jacobs went on to discuss many of the similar trajectories of each of the 
jazz styles now known and played across the globe with representative players in South 
Africa. 
 “I’m going to play a South African folk song now. For our assignment, we will 
take the melody and write another song from it, but with a jazz feel,” Professor Jacobs 
explained.  He played the chord progression on his guitar and then asked each student to 
offer a suggested change to the melody or chords. Note by note, the students were 
collaborating synchronously to compose a song together.  
Continuing, “This exercise was an introduction to the assignment. What I want 
you all to do is take a folk song from your culture or childhood, and create a new 
arrangement, using the same melody and the original chord progression. Be as creative as 
you wish, but the style must be a jazz rendering of the folk song.” 
 Hands shot up around the room. The students had tons of questions. 




Meet Keziah Jensen, Undergrad Senior, Rhythmic Performance, RAMA, Denmark 
 
It was a bit unusual for Keziah to volunteer to speak first. Professor Jacob’s 
sharing seemed to compel Keziah’s volunteering. Keziah was an undergraduate 
student at RAMA, a singer, and composer who fronted her own band. She enjoyed 
collaborative projects but was a bit unsure of exactly what path she would take 
upon graduation. Most of her peers saw her penchant for leadership but she saw 
herself as a reluctant leader. The faculty at RAMA often tapped her to be a 
spokesperson when student leadership tasks were needed. The Global Jazz 
Seminar whet her appetite for the intersection of many of her interests—
international peers, creative projects and history. 
 “Can we change the original key of the folk song for our jazz 
arrangement?” asked Jason. I love the idea of possibly taking one of the church 
songs from my youth in Jamaica and making it a jazz composition. My parents 
are ministers and would just love that!”  
Meet Jason Powell, Grad Student, Vocal Jazz Performance, NCCU 
 
Only two short years ago Jason graduated from an elite PWI (predominately 
white institution) with a bachelor’s degree in classical music. He wondered what 
his next chapter would look like.  Jason decided to attend an HBCU (historically 
black college and university) in the same city of his recent alma-mater, a choice 
he hoped would provide a reasonable facsimile of a decision for his big after-
graduation plans. He decided to leave the classical music world and instead 
sought a Master of Music degree in Jazz Performance. His dad thought Jason had 
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lost his mind! His parents were unconvinced this was the right track for their 
Jamaican-born son, especially because he already had a music degree at the 
bachelor’s level. A second music degree was thought to be a big mistake. Jason’s 
parents held the classic immigrant mindset that the “American Dream” was the 
prize. They were staunchly focused on their children becoming professionals in 
highly-respected fields--medicine, law, business—or at least anything other than 
a musician. His father and mother were both college-educated and worked very 
hard to raise three children to prepare for the opportunities sought by their 
version of the “American Dream.” Jason had a visceral awareness of what it 
meant to his parents for him to succeed in a “reputable profession.” His father’s 
voice haunted him whenever he received a bad grade or disapproving remark 
from a professor about an assignment. Jason felt he was walking the tightrope 
between his parents’ disapproval and the deluge of his “blood, sweat, and tears.” 
Jason was diagnosed with a learning disability as a young person, further 
challenging his college studies. He often had to create intricate plans to do simple 
things he felt his peers could do in a fraction of the time.  
 “When does a composition lose its identity?” asked Teighan 
Meet Teighan Boschulte, Senior, Viola, NCCU 
Teighan wandered over to the music department at NCCU whenever the 
opportunity arose to attend one of the free jazz concerts. She hung out in the 
music building so much many music majors thought she was one of them. She 
took as many music electives as her schedule allowed.  A chemistry major who 
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played viola in the string ensemble, she mentioned loving the energy of the 
activities and camaraderie between the students. When offered the opportunity to 
participate in the Global Jazz Seminar, she jumped at the chance. 
 “What are the choices we have for instrumentation?” asked McCoy. 
McCoy Nanda, 2nd Degree Jazz Trombone, University of Pretoria, South Africa 
 
Attending the class with the Americans and Europeans was intriguing to McCoy. 
He wanted to know how they felt about their African sisters and brothers in jazz. 
In his interview with Professor Nkabinde, McCoy asked deliberate questions 
before committing to participate. Professor Nkabinde agreed to take time to 
answer McCoy’s many concerns. I’ve heard that many Americans think we live in 
huts and have no running water or electricity. Ha! Some of our cities look like 
theirs – or even better in some cases.  McCoy continued his barrage of questions 
to Professor Nkabinde, “How do you know if they respect our musical 
contributions? What kind of students are involved? Where do they get their ideas 
about us? Did they understand that their African American lived experiences from 
slavery to the Civil Rights Movement mirrored realities of South African Blacks 
during Apartheid, Professor Nkabinde replied, “Wow, so many questions on your 
mind!”  McCoy continued. His face was strained; his brow furrowed. “Go on,” 
said Professor Nkabinde. McCoy described how he remembered his time in 
Southern California, studying for his second bachelor’s degree on a Fulbright 
and a South African Fellowship. “Man, ya know, I’m telling you, such spoiled 
brat behavior and sense of entitlement! It was unreal to me the way some of the 
	
	 126 
musicians I met there complain about things I would never think to care about, 
like freeway traffic or too many celebrity billboards.” 
 The students were eager to hear the answers Professor Jacobs gave to their 
questions. “These are all great questions!” laughed Professor Jacobs. I will answer each 
one in the remaining few minutes we have. If I miss your question, please email me after 
this class.”  
“Professor Jacobs,” Jason interjected, “I am really intrigued with all that you 
shared in the opening session today.”  
 “Yes, there will be plenty more,” replied Professor Jacobs with a smile.  
Professor Harris took the moment to remind the class of a deliverable. “Today 
was the due date for everyone’s video bio assignment,” she reminded them. The students 
were instructed to create a short three-to-five-minute interview-style talk to camera, and 
then upload to YouTube as an unlisted video with a link to share.  Everyone had a choice. 
The students could talk about themselves extemporaneously, as an ice-breaker exercise—
introducing themselves to peers, giving a bit about personal details of who, what, when, 
where—or about a random object as it may relate to their personalities. 
 “This is a wallet,” Jacques said, speaking with a heavy Danish accent. “It is a bit 
worn around the edges like me,” (he laughs). “And, often, it is bent in half, which is the 
way I feel a lot!”  
Meet Jacques Granum, RAMA, Composition student. 
 Born in Denmark to a Danish father and African mother, Jacques had a 
temperate astuteness about most matters. Usually soft-spoken, he only would 
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awaken his sleeping bear persona if he felt compelled to set the record straight 
with someone.  One of his younger siblings attributed this personality trait to their 
Ghanaian-born mother. A multi-instrumentalist who “prefers drums,” Jacques is 
a member of a local Danish hip-hop/pop band, “Total Hip Replacement,” known 
for driving an audience to dance so hard they may need a hip replaced! His 
participation in the Global Jazz Seminar surprised many as he was often a self-
professed non-joiner. However, the idea of meeting and connecting with 
international colleagues intrigued him beyond measure. 
Everyone watching the video in the teleconference laughed. There were some 
students who are also dialed in via WebEx via audio only. They stayed muted and thus 
their vocalizations in response to what was being heard or spoken are not experienced by 
everyone. Later, this will become a pedagogical issue that Professor Harris attempts to 
address. Those who were muted wrote in the chat and those who dialed in talked back 
and forth. 
Jacques continued, “Most of the time, my wallet has a few bills in it, and I wonder 
if I will always have only a few bills.”  
“But” Jacques seemed to cut himself off, “I am not usually considered someone 
who is funny.” Why are they laughing?” Jacques looked like he was not pleased. 
Keziah’s had a puzzled look on her face. Wait until this class ends. I will find out 
what is going on with him!!!  
The students in the session continued sharing and listening to the video bios of the 
students present. Professor Harris thanked everyone for logging in today and reminded 
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everyone that the jazz versions of folk songs assignment given by Professor Jacobs was 
due next week.  
“All those who were not able to share your video bios, please post them in the 
discussion board of our LMS and we can chat more there. We will share a couple of 
videos at the beginning of the next two classes until we have shared everyone’s in this 
seminar.   
“Have a great day and see everyone next week!”  
The Web-Ex transmission cut off just at the exact 90-minute session was scheduled to 
end. The students objected to the end of class feeling so out of their hands. One of the 
experiences inherent in a globally networked classroom is how abruptly the discussion 
can be stopped. When it is a timed teleconference and the time runs out, everything goes 
dark. If you are mid-sentence, or in the middle of a heated discussion, the finality of the 
cut-off can be jarring. This was one of those ‘tech issue’ moments.  
Session 3 of the 8-session global classroom, Global Jazz Seminar 
Jazz Folk Songs and Student Scruffs 
Arnold had come to be known as a bit of the class agitator. In the past two classes, 
Arnold would be the one to play devil’s advocate about most any topic. Arnold arrived in 
the class early and asked if he could have a word with Professor Harris before class.  
“I think this is a stupid assignment, Professor Harris, do we have to submit it? 
Can we choose an alternative assignment?” Arnold sputtered, speaking faster than usual. 
Professor Harris looked at him a long time. 
“What is stupid specifically, Arnold?” 
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“A folk song?” What does that even mean in the 21st century? What does that 
have to do with jazz. What a waste of time!” He was visibly annoyed. 
“Well, started Professor Harris. “One thing has plenty to do with the other. What 
is a folk song, Arnold? Can you name one that you know?” 
“No! Not even one!” Arnold scowled and laughed.  
“Well, it seems like it makes a perfect exercise, especially for you,” said Professor 
Harris. “Perhaps you will learn something quite valuable.” 
Arnold was silent. 
Students were now coming into class and the telecast was beginning. Professor 
Harris turned to the screen to address the international cohorts. She turned to look 
directly into Arnold’s eyes hoping he would read her mind. Sit yourself down somewhere 
Arnold! 
“Good morning!” Professor Harris said, collecting herself, “How is everyone?” 
Responses around the call were heard, with greetings from students in different 
languages. Professor Harris laughed. “I see we have an international call with persons 
from many locations. Awesome!”  
“Let’s see if we can catch up on some of the video bios that we didn’t get to 
during the last session. We have up next Tshepo from University of Pretoria and Daniel 
from RAMA. Are either of you on the call today?” 
Daniel spoke up. “Hello everyone! Calling in from Reykjavik, actually we’re here 
on Easter Break, but I didn’t want to miss our session today.” 
“You celebrate Easter in Iceland?” asked Arnold.  
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“Oh, for sure,” continued Daniel. It is a time of getting together with friends and 
family and is usually a five day or week-long affair.” 
“And I understand from my friends there, said Jason, that some of the traditions 
are like here in the United States. For instance, Good Friday is a national holiday where 
many businesses and schools are closed.” 
“In Durban where I’m from,” chimed in Tshepo, “there is a huge Easter Egg hunt 
with close to 100,000 chocolate treats hidden in this big complex, the uSHaka Marine 
World. And, the Lusito Land Festival in Johannesburg is interesting, ya know. It focuses 
on Portuguese culture.” Tshepo was visibly proud of his country’s traditions for the 
Easter holiday. 
Meet Tshepo Baloyi, University of Pretoria, SA 
Tshepo Baloyi was in his last year of licentiate at UP and played cello and 
African indigenous instruments. His family was full of musicians who loved 
playing in the local music groups, as well as having ties to the Johannesburg 
Symphony. Tshepo was the eldest of his siblings. He was good natured and liked 
making people laugh, a trait he learned to keep his siblings occupied when they 
grew restless from the turbulent issues arising around his township. Because of 
his talent, and the winner of many music competitions, he was well traveled and 
loved telling stories of his many experiences. Unassuming and sometimes a bit 
shy, he told his professors he accepted the invitation into the Global Jazz Seminar 
to take the opportunity to meet international friends and learn more about a genre 
in which he had only previously dabbled—jazz. 
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Many of the students were commenting how the international Easter celebrations 
being shared were a big surprise. 
“Portuguese?” asked Arnold. 
“Yeah, you know there is a melting-pot in South Africa of people and cultures. 
One of the vestiges of Apartheid,” said Professor Harris. “This is why there is a great 
opportunity to learn about the old traditions in our respective countries with the folk song 
assignment we will be discussing today.” She looked at Arnold. He bristled. 
“Speaking of that Professor, Tshepo said, “I’m here and fine with you sharing my 
video bio.” 
“Okay, great! Standby for a second.” Professor Harris replied. 
The students began talking amongst themselves while Professor Harris cued up 
the videos. Professor Harris begin sharing Tshepo’s video first, then Daniel’s. The 
students asked them questions about things they said while talking about themselves or 
their random object. Tshepo surprised everyone, sharing how he played several 
instruments, including cello with the symphony in Johannesburg. 
Arnold’s face was contorted.  “Really, now?” 
Jason interjected, glaring at Arnold. “How did you come to play cello, Tshepo?” 
Jason asked. 
Arnold sat straight up in his chair, listening intently. 
“I come from a long line of classical musicians in my family,” Tshepo shared. 
“Way cool!” Jason replied. “I would love to hear some of your music!” 
“Well, I haven’t recorded any music on my own, just with the Johannesburg 
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Symphony and local chamber groups.  Just at that moment, Professor Harris turned up the 
volume on a snippet from Tshepo’s video and there he was visible, in the section with the 
cellists. 
“Johannesburg has a symphony?” asked Arnold. 
“Yes!” Tshepo replied. “The Joburg Philharmonic is a thriving orchestra for the 
last twenty years.” Many of the students had questions to ask Tshepo. For some of them, 
it was a confirmation how little they know about South Africa, and how perceptions 
about the continent of Africa, the people, music education and musicians’ lives were just 
rocked to the core. 
“Wow,” said Jason. “Your orchestra in Johannesburg is more racially diverse than 
the orchestras here in the United States.”  
“But still predominately White.” says Teighan. 
Everyone froze.  
“Well, that is not surprising given our history,” chimes in Professor Jacobs. 
“Classical music is taught as the center of the music curriculum from very early primary 
school through the university level.” 
“Native or indigenous music is not taught in any formal way.” said Tshepo. 
“Well, it also depends on the access you have in the townships4 as opposed to 
coming to school in one of the cities from the provinces,” continued Professor Jacobs. 
	
4 Weber, H. (2020). Taking back cape town: Music education in the townships. In T. K. Vũ, and A. de 
Quadros (Eds.), My body was left on the street: Music education and displacement (pp. 281-287). In 
Innovations and Controversies: Interrogating Educational Change, Vol. 10.  J. White & K. te Riele 
(Series Eds.). Boston: Sense. 
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“And it also is about being able to afford music instruction and instruments, and whether 
the province in which your school is situated has resources for a music program. There 
are some strong community music programs all around Gauteng. It just depends.”  
“Just like here in the United States.” Teighan again, as the still lone provocateur. 
“My experiences in youth orchestra as a string player were a stark reminder of the 
disparities in diversity. Thank God for the Sphinx Organization! If not for them, I would 
have never been able to participate, grow, thrive or learn that there were many other 
classical youth musicians of color on all instruments, just like me!” 
“You will have to share with us more about the Sphinx Organization some time 
down the line in class!” chimed in Professor Harris.  
Teighan nodded yes. 
Professor Harris interrupted, “When you say the province, do you mean Pretoria 
is the city and Gauteng is the province? You just said, ‘South Africa is the country. 
Gauteng is the province and Pretoria is the city.’ Does everyone here understand what 
that means? Or, if you have a question, you know, this is the time for understanding how 
different people in the world talk about their location. What does it mean, that it’s a 
province? What’s the difference between a city and a province?” 
 “Great question!” answered Professor Jacobs. “In our country, there exists nine 
provinces. So, then there is the country, and then there are nine provinces with cities in 
them. Generally, there is a big city like there’s Gauteng... In Western Cape, there’s Cape 
Town. In Eastern Cape, there’s... So, there’s always a big city and smaller towns. So, in 
Gauteng, there’s Johannesburg and Pretoria.” 
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Professor Harris asked more clarifying questions. I’m learning this with everyone 
here. This is fascinating!” 
“Province for us is a state for you guys,” Professor Jacobs continued. “And 
Pretoria for us is a city, which would count as a county in the U.S.” 
“Ahh, thank you for that. Professor Harris goes on, “You’ve spent time in the 
United States, Tshepo? 
“Ah yeah, I’ve traveled to the United States, I have family in Atlanta.” 
“Good, you can educate us as we go along, on the comparisons,” says Professor 
Harris. 
Everyone laughs. 
Session 4 of the 8-session global classroom, Global Jazz Seminar 
 “Keziah, you just don’t want to believe it, but I have proof.” Jacques was very 
matter of fact.  
Professor Harris was intrigued looking at Jacques. Hmmm, this subject was slated 
for later in the semester! 
“What’s up Jacques. Is there something you want to share?” Jacques had mostly 
been quiet during the sessions, so his outburst today caught the attention of most of the 
students.  
 “Valaida Snow. Yes, ma’am, I have something to add.” Jacques began. 
 “Please give us the scoop about Valaida Snow,” Professor Harris asking half 
surprised and with a little bit of a taunt. This subject will be controversial.  
 “Well, she was a jazz trumpeter from Chattanooga, Tennessee who was a 
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composer and documented as an African-American holocaust survivor. She was arrested 
and thrown into a Nazi concentration camp in Denmark.” 
 “In Copenhagen?!” said Keziah in astonishment. 
 “Yeah, well in an Axis internment camp for alien nationals in Wester-Faengle,” 
said Jacques. “She was reportedly captured, tortured and finally released by the Nazis.” 
The room was still. 
 “Well actually, there are some contested views on Snow being a ‘real’ POW,” 
Arnold interjected. “Researchers on the matter went back and forth about details that 
were faint or not quite definitive on if Snow was actually in an internment camp or a 
transition camp in Westerbrook near Copenhagen, if I remember the story well.”  
 Professor Harris thought this was an opportune moment. “Why not take this 
matter into our upcoming assignment. I had planned for us to discuss the jazz history of 
Denmark to allow for the long and very interesting history about not only jazz music, but 
slavery, the holocaust and the current jazz audience to enrich our discussions.” 
 “There isn’t any connection to slavery in Denmark,” said Keziah.  
 “Sure is!” said Jacques. “I will get to that in a minute, but regarding Snow and her 
internment; allow me to continue.” 
Keziah’s face was frozen. 
 “Haven’t you heard about Nazi officers making Danish jazz musicians play for 
them when Copenhagen was German occupied?” Jacques asked. “Music was prohibited, 




 Still no reaction from Keziah.  
 Professor Harris deliberately turned the conversation on a dime. “Let’s hear from 
our Danish professor, Kwella.” 
Meet Kwella Kristensen, Professor of Guitar, Royal Academy of Music, Aarhus, 
Denmark 
Professor Kwella he was affectionately called so, rather than by his surname, by 
his request. He liked the multicultural similarities for his given name, one being a 
homonym (Kwela) for pennywhistle-based street music in South Africa. The South 
African students found this to be quite amusing that a Danish man bore the name 
of a style of their music. Professor Kwella was thrilled to participate in the 
Global Jazz Seminar, having worked with Professor Harris in previous 
collaborative projects between their two universities. Professor Harris found him 
to be a veritable storehouse of Danish history and quite the musical 
interdisciplinarian. 
 “Jacques, you seem to be a portal of Danish history recalling events during the 
German occupation, of which even I am not aware. Did you read that somewhere?” 
Professor Kwella’s question hung in the air. Everyone was silent.  
 Jacques didn’t look up while answering nor did he look in Professor Kwella’s 
direction. Hitler’s Black Victims: The Historical Experiences of Afro-Germans, European 
Blacks, Africans and African Americans in the Nazi Era. The author is Clarence Lusane.5 
	
5 Lusane, C. (2003). Hitler’s Black Victims: The historical experiences of Afro-Germans, European 
Blacks, Africans, and African Americans in the Nazi Era. Routledge. 
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Disturbing stuff in that book I might add,” said Jacques, now looking up.  
Professor Kwella looked uncomfortable. Jacques gave a little hint of a smile. 
 “Afro-Germans?” Tshepo said with surprise in his voice. “I’ve heard my brothers 
called Africans in Germany, or Africans in Italy, etc., but not together as if they 
belonged.”  
 “You mean hyphenated?” asked Professor Harris, trying to help Tshepo articulate 
his reply. “The hyphen is an artifact of the multicultural paradigm that was prevalent in 
the literary era when Lusane wrote the book. Multiculturalism and interculturalism are 
related but not the same – those concepts relate to relationships amongst people within a 
community.” 
 “Why do you say there are some disturbing things in that book, Jacques? What 
kind of disturbing things?” asked Jason. Jason’s face showed he was curious now and a 
bit surprised.  
“Arnold, this is your domain, yes? Why aren’t you jumping on this conversation 
about jazz and race,” demanded Jason. 
 “Jason are you being a bit of an instigator?” said Professor Harris.  
There was mounting tension in the class. 
 “Well, check out this quote”, said Professor Harris. She reluctantly pulled up 
notes on her computer about this subject, originally planned for later. Now is as good a 
time as any. 
Professor Harris began reading aloud the document she pulled up on the screen 
for everyone to see. “Lusane wrote this, ‘…. the debate about jazz, whether in the United 
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States or Germany, was a debate about inclusion, democracy, freedom, and race.’”  
Professor Harris continued, “Actually, when this quote shows up the author is 
talking about what he calls the global marketing and articulation of a ‘resistance 
discourse’—that jazz was an art form and a movement against status quo, and 
representative of free thinking, liberated minds embodied in music. As early as the early 
1900s, the debate we read and hear about even now in jazz of the validity of the art form 
and the origins of its content between critics, historians, had musicologists had already 
appeared. Lusane’s book is full of proof of how this conversation wound up in a headline 
in a German newspaper. I won’t say the exact word used because it is something I will 
never say, but it went something like: “N-word Music Must Disappear” as the title of one 
of the chapters! The newspaper headline was, ‘We have no sympathy for fools who want 
to transplant jungle music to Germany. N-word music must disappear.’” 
 “Wow!” said Teighan. “Music is just music for some people. It does not have to 
be the placeholder for race and racism, right Professors?” 
 “As long as you have human beings, Professor Jacobs chimed in, “you will have 
racism. Unfortunately, it is ingrained in the fabric of our societies.” 
 “What is the topic of your paper Jacques?” asked Professor Harris.  
“Jazz and race in 1930s Europe,” Jacques replied. 
  “Well, great, said Professor Harris, “Can we expect a summary soon? 
 Jacques nodded yes. It was hard for Keziah to concentrate on the rest of the 
conversation in class that day. 
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Session 5 of the 8-session global classroom, Global Jazz Seminar 
Politics of Regret and Denmark’s Old Contentious Holiday: Transfer Day 
 Keziah was trying to find information to verify what was alluded to in class. What 
exactly was Jacques talking about that there was a connection to slavery and Denmark?! 
Jacques had never bought this up in any conversations that he had with me about race. 
We’ve known one another so long! Am I mad or hurt? Am I embarrassed? Why is this 
affecting me so much? I never heard about this in any of my schooling.  Keziah’s mind 
was ablaze. She decided she would ask someone in her family tonight. She knew that 
Danes liked to avoid unpleasant memories, especially something like slavery. Danes 
considered themselves above such measures of disrespecting the humanity of other 
people. Keziah just could not bring herself to believe it. 
The family home of Keziah, later that evening 
This is the perfect time. I will help Sister with the dishes and ask my 
Denmark/Slavery question. Keziah usually did not discuss school with her family. Her 
journey as a musician did not seem very reasonable to her father, who had a job with the 
Danish Metropole. She carefully broached the subject, beginning with talking about the 
interactions regarding global students’ home countries, speaking more excitedly than she 
realized.  
“In our session today, Jacques mentioned that Denmark has a history connected to 
the slave trade. Is this true Papa?” Keziah’s voice was solemn, eyes wide, staring at her 
father. Surely, he could set the record straight. He was a serious and proud Dane and was 
known to have integrity with his word. 
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Her family members were quiet. Keziah’s older sister Elizabeth stared in 
disbelief. 
“Jacques told you that?” asked Keziah’s sister Elizabeth. 
Her dad’s best friend Hans, who was visiting for the week from Copenhagen, 
cleared his throat, and laughed a deep, crackly laugh, breaking the silence. 
 “Elizabeth!” Hans managed through his guffaws, “You look like you’ve seen a 
ghost!” 
 Elizabeth left the room and moved hurriedly toward the kitchen.  
“Perhaps I will help mum,” Elizabeth’s daughter Eughtina said. Though she was 
only nine years old, Eughtina was very intuitive and could feel that in this very moment 
the grown-ups wanted her out of the room. She scurried behind her mom, grabbing dishes 
and dropping forks and knives, her hands too small to handle what she managed to get in 
her grip. 
Meet Keziah’s Dad, Kenault Jensen  
 “What did you say to Jacques when he announced this in class?” Mr. Jensen 
asked his daughter. This was unusual behavior for him. Keziah sensed her father was 
stalling but couldn’t understand why. 
 “Kenault,” said Hans, “Let’s not make this a big deal. She’s old enough. Just tell 
her!”  
 “What is going on dad?” Keziah was concerned. Her dad never paused when the 
opportunity arose to talk about history or his beloved Denmark.  
 “I learned about this fact as a young man, dear Daughter,” Mr. Jensen began, “and 
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have not discussed it with any of my children.”  
Keziah sat up in her chair. The soft-toned talking of her niece and sister in the 
kitchen stopped as if they were eavesdropping. Time seemed to be frozen. It was all very 
surreal. Hans cleared his throat and took another sip from his beer stein.  
Mr. Jensen continued.  
 Keziah’s dad explained the connection to Denmark and the history about the 
Danish occupation of the Virgin Islands, including St. Croix and St. John. The Danish 
West Indies is what it was called and indeed a significant part of the slave history. There 
were indeed Danes who worked in the West Indies, owning slave plantations. The Danish 
occupation of the territories began in the seventeenth century lasting until about 1848. 
Mr. Jensen stopped and started again.  Eventually the long winding story became 
personal. Keziah thought she was hearing things, but she was awakened from her 
seeming hypnosis when she heard her name called.  
 “Keziah, did you hear me?” asked Mr. Jensen softly. 
 Keziah shook her head yes. 
 “Papa, did I just hear you say that our great-grandfather owned slaves?” asked 
Keziah. 
 Elizabeth came out of the kitchen. “Owned slaves?” 
 Eughtina was close on her mother’s heels and climbed on the stool near the 
dining table. She loved sitting here when the adults were talking. She especially loved 
watching everyone’s faces. She had an insatiable curiosity. 
 Everyone stared at Mr. Jensen. He continued to share the story explaining how 
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Danish politicians and government repressed the history with regards to Danish 
involvement in the slave trade, exchanging varying degrees of amnesia. This was part of 
Denmark’s “politics of regret.”  
“There exists,” said Hans interrupting, “a lack of discussion on how to come to 
terms with the injustices of colonial and imperial history by the Danish state.” Hans 
grimaced. Danes just reconfigure the entire mess and recall it or not – never fully 
assuming responsibility as such.” 
 “That is what the sign means in the train station,” said Elizabeth, a look of 
understanding then concern.  
 “What sign?” asked Keziah. 
 “At first I didn’t understand it. ‘Vi har generobret øerne.’” 
 Hans interrupted. “Yes, we have reconquered the islands,”6 he sighed. “The sign 
of that troublesome travel agency. Many people protested about that sign, saying it was 
reminiscent of a painful past in Danish history. Why would a company be so cavalier to 
brag about reconquering the islands to sell vacation homes in the West Indies? 
Millennials!”  
Hans picked up his beer stein again and finished its contents in long and noisy 
gulps. Mr. Jensen looked at him with frustration, shaking his head in disapproval. 
Hans shrugged his shoulders at his friend and gave an impish smile. 
 Mr. Jensen continued, “From 1754 – 1917 Denmark ruled over the territory. Even 
	
6 Andersen, A. N. (2013). “We have reconquered the islands”: Figurations in public memories of 
slavery and colonialism in Denmark 1948–2012. International Journal of Politics, Culture, and 
Society, 26, 57–76. https://doi.org/10.1007/s10767-013-9133-z 
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though slavery was abolished there in 1848, the islands did not really change hands until 
1917 when America took possession of the territories. We call that Transfer Day.” 
 “Transfer Day?” asked Eughtina. Everyone turned to the young child.  
“That sounds like a day we have in school.” Eughtina declared with excitement 
that she finally could participate in the conversation. 
“What?” stammered Elizabeth. 
“We have a day like that at school when we move from one grade to another,” 
replied Eughtina.  
“Were the slaves happy on that day? asked Eughtina, with an innocence that cut 
deeply into the adult hearts in the room. 
 Keziah blurted out. “No, my dear Eughtina! No one is ever happy as a slave!!”  
Keziah left the room.  
This is all too much to digest at one time. Keziah was fighting back tears. 
The door to the flat opened. “I’m going out for a walk.” Keziah called out. The 
door slammed shut with a sound that was the final punctuation on the conversation.  
Keziah put on her coat and started down the stairs of their flat. She needed some 
air. Once into the early fall weather, she realized that in her rush to go she didn’t grab her 
mobile phone. This was also odd for her because her smartphone was her constant 
companion. Her song lyrics and journal notes resided in that phone.  Ha! But who would I 
call? Good thing it is password protected. 
The thought that her family history had slave owners as their legacy — the 
Jensen’s were slave owners??? The thought was mortifying. She could feel the warm 
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tears on her cheeks, as the cool air made the sting as present as the angst in her heart.  
Why would Papa keep this a secret?  
There was no way she could tell Jacques. She would NOT be speaking on this 
subject in Global Jazz Seminar.  
The next day, in Global Jazz Seminar 
 Professor Harris was in the room alone when Jacques and Keziah arrived together 
on screen. They were laughing and speaking in Danish, interrupting their own 
conversation once they realized the class was live on the global WebEx. 
 “Hello!” Professor Harris said with a warm smile. 
 “I love your sweater Professor!” said Keziah.  
 Professor Harris looked down at what she was wearing. “Oh, this old thing,” she 
laughed. “Thanks! I almost forgot what I was wearing. So much has happened today.” 
 “Really?” Keziah’s voice was full of concern. 
 “Yes, I’m afraid,” Professor Harris began, “another unarmed Black man 
shooting.”7  
“Yes, I remember. We heard about it here in Denmark.” said Keziah. 
“And Finland!” chimed in one of the students who also just logged in. 
“Well, the news is all abuzz!” Professor Harris was trying to hold back tears. 
Professor Harris collected herself.  
“All of the American students were very upset by this news this morning. I don’t 
	




know if we will be able to carry on today with the expected lesson, sharing 
compositions.” I certainly don’t want to turn this class into a political quagmire and drag 
our international peers and colleagues’ spirits down. Professor Harris was not quite 
prepared for this moment. 
“Arnold, what was the idea you had for us—to co-compose as teams?” Keziah, 
seeing that Professor Harris was clearly very emotional nudged Arnold with her words, 
attempting a quick change of subject.  
Arnold bit his lip and looked around the room. 
“Yes!” he stammered, more quickly than he realized. “Professor Harris, I was 
thinking that it might be fun if we paired up and collaborated on compositions together.” 
said Arnold. 
“Ah, yes,” Tshepo chimed in. He missed the first few minutes of the class, but by 
now was visible to everyone. “You read my mind bro!” speaking with his wide grin to 
Arnold. 
Professor Harris was happy for the distraction. The American students stayed 
visibly quiet. The other students from Europe and Africa began talking about the possible 
composition collaborations.  
Arnold interrupted the chatter. “I will make a list of pairs and send them in our FB 
group page. Is there anyone who is not in the FB group page?” A couple of students 
raised their hand. The rest of the class was spent talking about the project, deciding on 
criteria and discussing styles and genres. Professor Harris was happy the students were 
being so self-directed. It was a relief. This is wonderful to see, a silver lining to the grim 
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news of the day. 
Except for Arnold, none of the American students talked. None. 
Professor Jacobs interrupted Professor Harris’ daydreaming. “Professor Harris, 
are you available later so I can reach you by telephone?” Professor Sean Jacobs intended 
to check on his friend and colleague. 
“Yes, of course.” said Professor Harris. 
“Great!” I will speak to you this evening—your evening. Professor Jacobs smiled. 
Professor Harris smiled back and dismissed the class. 
Session 6 of the 8-session global classroom, Global Jazz Seminar 
 “For the next composition assignments, the students will mostly be in the driver’s 
seat,” said Professor Harris into her voice recorder. These notes will be important when it 
is time to begin writing to document this experience.  So much to recall from yesterday’s 
session. 
 Professor Harris kept talking into her recorder, documenting the experience of 
listening to students from the various European countries give their version about the 
facts discussed on race and class during their music school matriculation. She looked up 
at the clock, and it was half past 10 a.m. already!  
Our Skype call is in 30 minutes. Good. I can get this finished by then I hope.  
As she looked back at her computer screen and began to type, there was a knock 
on the door.  
 Damn, really!?  It seems just as I think I have time to get something completed . . .  
Professor Harris gave a big sigh.  
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 “Come in!” Professor Harris was almost yelling. 
 It was Professor Stephanie Spears, her colleague from across the hall, the opera 
professor. 
 “Hey Sis!” Stephanie laughed, as she pulled the keys from the lock. “You’ve left 
your keys in the door again.” They looked at one another and burst into laughter. 
 “Moving too fast!” Professor Harris said. 
 “Girl, don’t I know it!” Stephanie said as she closed the door. 
 Robin Harris, you have got to take a break for self-care this weekend. Promise 
yourself! 
 She gave herself a stern look at her reflection in the mirror made of her 
computer-screen-turned-screen saver. She put her head down for a pause, took a deep 
breath, and resumed writing fastidiously. 
The students began packing up a bit.  
Professor Harris continued talking about the homework and class updates. 
“For our next two classes, you can bring songs you want to share and sing in 
class. If you want to sing in your class, I encourage you to have a backing track that’s in 
your class or space where you are. You can play it on your phone, iReal Pro or, bring 
your instrument.  Let me know ahead of time in an email and put in the subject line “I 
wanna perform in class.”  
The students began chatting about their possible song submissions. 




“Oh really, wonderful!” Professor Harris appreciated Jason’s enthusiasm this 
morning. 
“I am working on a piece of a composition. I’d love to share it with somebody, 
yeah?” Tshepo added. 
“Okay,” Professor Harris replied.  “How about Jason. Do you want to sing a little 
bit of that Nina Simone cover, ‘Feelin’ Good?” 
“Oh sure. Haven’t sung that in a long time,” Jason said moving behind the piano. 
(Jason started singing) 
When Jason finished the song, everyone clapped enthusiastically. 
“How did that feel to be on the spot like that?” asked Arnold snarkily.  
Professor Harris smiled knowingly. 
“Oh, it was cool,” Jason said smiling. “I learned to look at the ‘spotlight’ 
differently. Gotta be ready in this industry; I guess, gotta be ready. But, yeah, that was 
good to disrupt me, Branford taught me about that yesterday. Disrupting what you know. 
I always used to like practicing, and I always know when I’m performing, so like when 
somebody tells me, ‘here sing, on the spot,’ it kind of throws me off a bit. But that’s 
good.” 
“Jason, can you talk about something you said about Branford real fast?” asked 
Professor Harris. “Everyone may not know the reference or know who Branford is. Will 
you explain a little bit?”  
“Oh sure!” Jason began. “Branford Marsalis, second eldest son of the musical 
Marsalis family. They are a really popular family in the jazz genre. People often pay 
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attention to what they say, and they are well known faces of jazz in the U.S. Branford is 
one of the artists-in-residence here at NCCU. He comes in several times per month and 
has class meetings with students. He is there to give lessons one-on-one to students and 
really is like a big brother and mentor to the students.” 
“And he told you about being prepared to sing at any moment?” asked Professor 
Harris. 
Jason responded, “Yes. Disrupting what you know. Because Jazz is about — like 
what you said yesterday — it’s about responding to the moment. You can’t always just 
practice, you have to ‘do.’ Because I come from the classical tradition, it is ingrained in 
me to practice to perfection. Everything has to be perfect. In jazz you need to adapt to 
responding instantaneously in the moment, which is uber vulnerable. He talked about that 
and uhm, like how he knew some students that practiced the song perfectly and then he 
told them, ‘you can’t play any notes outside of, or between notes 1 and 6 in the key,’ and 
they didn’t know what to do after he took the other options and notes away from them.”  
Professor Harris opened-up the conversation for Jason to answer students’ 
questions.   
Jason soaked up the attention.  
“Thank you very much for the opportunity, Professor,” Jason beamed. 
 Professor Harris smiled approvingly at Jason, and bid the students farewell for 
the session. 
Session 7 of the 8-session global classroom, Global Jazz Seminar 
Professor Harris welcomed students and opened the class: 
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It was unseasonably warm today, so the sweater Jason grabbed to wear as he was 
rushing to class turned out to be extra baggage. One can be quite surprised by the weather 
in North Carolina, especially in Durham, where its inland position shields it from weather 
surprises instigated by the Atlantic Ocean of more well-known North Carolinian coastal 
cities like Wilmington or New Bern. Hopefully the traffic will be light, he pondered.  
Jason was driving to campus, listening to the collaborative composition once 
more to review his newest gem. I hope they like it. I’ve never been so nervous to share 
my work. What will they think? A million thoughts roll around his mind as he happily 
grabbed the last parking spot just a short block away from the teleconference library 
where class is held. Today is the day the students in Global Jazz Seminar hear the final 
projects. 
 Jason kept his Danish writing partner Keziah waiting in anticipation for an entire 
week before his portion of the work was completed. I can’t miss this deadline! Jason 
decided there was no time to spare before uploading the assignment, neglecting to send 
his work to Keziah for her review and approval. Jason worked well into the wee hours of 
the morning. Sending Keziah his ideas to discuss before the deadline was prohibitive 
because of the time difference between Denmark and Durham. Hey, I still got it uploaded 
in time so our team could keep our word for the presentation slot we chose. He hoped she 
would understand. 
Yes, he could not wait for his co-writing partner’s input at the eleventh hour. 
Better to turn in the work on time.  
He bolted up the street to the Shepard Library and bounded up the stairs to the 
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third-floor teleconference room. He slid easily into his seat just as the broadcast was 
starting, looking around to happily see most of his classmates in place. Good, I want us to 
make a great final impression in the class.  
“Greetings Everyone!” said Professor Harris, smiling at the camera, addressing 
those joining in from the university cohorts in Denmark and South Africa. The class was 
rounded out by those seated in the classroom.  
“I trust everyone is excited about sharing their progress on our compositions?” 
“Come on, who is first? Someone better volunteer or I will choose,” she chuckles 
playfully. “Might as well get on with it. Everyone is going to have a turn today so that we 
can move on to the Reflections Exercise.”  
Jason was reluctant because he was waiting to see his writing partner Keziah’s 
face amongst the Danish cohort. For the moment, not everyone was visible on screen 
because of the positioning of the cameras; only the current speaker would be visible to 
everyone else. Professor Harris’ view was currently highlighted.  
“I’ll go,” said McCoy. “Let me get in on the convo, ya know!” McCoy was 
chiming in from Pretoria, South Africa.  
“I wrote music with Teighan, and we gave the Folk-Song-To-Blues exercise a 
try,” McCoy chimed in.  “I played guitar and Teighan sang my melody accompanied by 
the lyrics she wrote. We both sang backgrounds. It was recorded with Garage Band 




Man, here goes. McCoy was more nervous than he expected. Everyone who was 
visible on the screen in the U.S. and Danish cohorts had expressions of interest on their 
faces. Most of them had their heads turned to the side and some looked down, and even 
though their movements made it appear people weren’t listening, everyone gave rapt 
attention. Teighan’s voice was light and sweet, and the melody suited her voice perfectly.  
McCoy’s guitar playing seemed very intuitive—seemingly careful not to obstruct her 
voice and adding interesting call-and-response-like riffs to her melodic embellishments. 
After the first chorus completed, Teighan improvised a scat vocal solo. The students 
clapped as if they were sitting in a live concert. After Teighan’s solo, McCoy did the 
same, but on guitar. All the students and faculty clapped at the conclusion of McCoy’s 
solo. The duo completed the last chorus of the song. The entire piece was about four and 
a half minutes in length.  
“Well done!” said Professor Harris.  
“Did you have to send the tracks back and forth to add your parts, or did you use 
some other way to share the tasks with the technology used?” 
Teighan was quiet here. She asked McCoy in advance to please jump in to 
describe their collaborative songwriting process.  
Yes, my friend, I won’t let ‘ya down. She confided in me, and I will keep my 
promise. McCoy cleared his throat and began to speak. Professor Harris stopped him.  
“Sorry to interrupt you McCoy, said Professor Harris. “I wanted Teighan to have 
a chance to represent the U.S. student-side since you began the discussion. I hope my 
teasing will be seen as playful. “No hiding Teighan,” she said with a smile, again. “How 
	
	 153 
was this process for you?”  
Teighan sat up in her chair. Somehow, she thought slumping down might make 
her invisible, sitting in between the two big male students (as was her custom) to make a 
sandwich of herself. Always friendly to her, Jason made her laugh, and Arnold, the larger 
and more prankish of the two, would egg Jason on when he was teasing her.   
“Well, Professor, I’m not really a musician. I kept doubting myself in this 
songwriting process, being that I’ve never done it before. I play viola, I’m a chemistry 
major,” said Teighan, smiling. “And McCoy is so talented and experienced in music, I 
figured I would just let him create the song, and I just come up with lyrics.”  
All of this seemed to stumble out of Teighan’s mouth in one sentence with no 
discernable breath in between. Professor Harris smiled.  
“Can I say something?” A voice seemed to cut through the slight giggles erupting 
around the global classroom after Teighan’s verbal waterfall.  
“Sure!” said Professor Harris. “Who’s speaking please?”  
“It is Keziah.” 
Professor Harris made a mental note of the different way the Danish students 
announce themselves with, “It is __” before stating their name. 
 “I know exactly how you feel Teighan.” Keziah’s voice was clearer now. “I felt 
quite nervous when I first got a writing partner for our project. I didn’t know what to 
expect, so I let Jason lead.”  
Jason stiffened. You could see the light bulb go off in Jason’s head.  
Jason blurted in, “Keziah, is that what you were feeling? Is THAT why you didn’t 
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take the initiative on our song?! I thought I was being helpful by breaking the ice and 
taking the lead. Man, I didn’t even stop to consider how you might feel about that, I 
didn’t even ask, he stammered. I just assumed!” Keziah was quiet for a moment.  
“How did YOU get past the nervousness Keziah?” Teighan asked.  
“I think I just had a talk with my composition teacher, Anais, and she shared some 
of her songs and stories from the rock band in which she played piano as a young 
musician,” was Keziah’s reply. 
Keziah continued, “Something Anais said really struck me and made me come out 
of my comfort-zone.”  
“She said, ‘. . . most women musicians didn’t express themselves during that time, 
and I regretted not being more assertive when I was working with others, especially with 
men.’”  
The room was so quiet you could hear a pin drop.  
“Even though it was decades ago, we still have those issues about gender and 
women in music.” Keziah continued, “I am on a mission to speak on an issue that was, 
and still is, an obvious issue for women in music.”  
“Oh, here we go with the women’s equality stuff,” piped in Arnold. “I mean, we 
all know that women don’t really play as well as men on any given instrument, right?” 
He laughed out loud. No one seemed to understand that he was joking.  
Teighan stared at Arnold. 
“Damn, man! I can’t believe my ears,” said McCoy.  




Jason was pensive. Professor Harris, you need to come to the rescue!  
Professor Harris let the stillness speak momentarily.  
 “We did it all the time at my previous university,” said Jason. “It was the culture. 
All professors were to be addressed by their first name.” 
“Maybe they do that at PWIs,” said Teighan responding to Jason, “but that is 
NOT the culture here at our HBCUs!” Other students in the class nodding in agreement. 
Professor Harris didn’t want to lose a teachable moment.  
The students have come so far since the first day of this seminar.  Many of the 
students have something coming up. Do I comment on everything, or let some things play 
themselves out?  
Professor Harris intercepted Jason’s diversion. 
“Arnold, can you speak further on that point of view? I am not sure everyone 
understood your intention,” Professor Harris said. 
Once he realized his joke was taken literally, he froze, his face turned pale. 
“Professor Harris, I’m so sorry! I thought everyone would know I was just making a 
joke.” I am not THAT guy! I am definitely not someone who thinks women should stay in 
their place! 
She stared at him.  
Arnold continued, “I know we were given a class code of conduct for collegiality 
with our global peers.” Arnold’s face was a mix of shame and embarrassment.  




“My friend,” McCoy said, “I got that it was a joke.” directing his statement to 
Arnold. Arnold’s face showed some relief. “Here in South Africa, we use humor all the 
time. It helps us to cope with so much we see and feel on the day-to-day, ‘ya know.” 
“McCoy is right,” Professor Sean Jacobs jumped in the conversation.  
“During Apartheid and post-Apartheid, the cultural climate was racially and 
politically tense.” Professor Jacobs paused as if reflecting but continued.  
“Most South Africans use humor as a way to allay the tension and deal with the 
emotional and mental stress in every fabric of society.”  
Professor Jacobs paused again. “I would like to share an applicable quote an arts 
columnist from Johannesburg named Walter Nhlapo wrote in 1936. ‘In spite of the trials 
and tribulations, segregation, oppression and poverty, efforts are continually made to 
make life sweet and brilliant.’” 
Professor Harris acknowledged Professor Jacobs’ sharing. “I experienced that 
first-hand on a recent trip to Cape Town,” she said. Professor Harris described seeing a 
billboard that had the letters W.T.F.  Her traveling colleagues from the U.S. were 
surprised, immediately thinking of the colloquialism at home for the acronym translating 
to What The F@%K.  
“We asked what was implied by the phrase on the billboard: What company 
would be permitted to publicly use this in an advertisement?” 
Everyone was beginning to chuckle. It was a welcome diversion to the previous 
minutes of discomfort about Arnold’s badly timed joke. 
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Professor Harris continued, “My South African friends told us it was an 
advertisement for a bank, boasting the fact that they didn’t charge bank fees, and W.T.F. 
was an acronym for ‘why the fees.’ We howled with laughter.”  
The students all laughed.  
“McCoy said, “yeah, yeah, exactly,” laughing through his words.  
Teighan seemed to be in another place.  
Keziah took the reins back on the conversation. “Teighan, I love the way your 
voice sounds here, and what do you mean about being “just a chemistry major?” Your 
talent doesn’t know boxes,” Keziah said softly with encouragement.  
Teighan was pounced from her daydream upon hearing her name.  
“I’m sorry Keziah, can you repeat that? I was still stuck on Arnold’s words. . .” 
Keziah continued the questions to Teighan, and they chatted a bit about Teighan’s 
ideas and feelings. 
Jason had been quiet for most of this time. He sat up taller, preparing to chime in.  
“Interesting that you would say that Keziah,” Jason said cautiously, looking at 
Arnold.  
“I feel Teighan has impressive talent.” Jason said, interjecting again. “Do you 
consider yourself a singer or a violist Teighan?” With all the commotion around her, 
Teighan was visibly ruffled. She jumped back into the class conversation.  
“Uh, I don’t know. Maybe ask someone else or talk about someone else, Teighan 
said with an uneasy giggle.” 
“Yeah, I hear you Teighan,” Jason chimed in yet again.  
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She relented, “I have been playing viola for over ten years. Singing is new, so 
maybe I, uh, am a violist-singer.” She laughed nervously.  
Keziah began speaking, “Always let your light shine Teighan. I’m making a 
commitment to be fully expressed and hope I can encourage other women musicians to 
do the same. You don’t have to choose or decide which was your best/first/second 
instrument or talent or passion. To think this way is a social construct from outside of our 
natural inclinations. If you’re drawn to one or ten instruments, all of them are you!” 
Keziah stared at the camera.  
Many students were quiet. Some were nodding in agreement. There were 30 or so 
students in this seminar, but on the teleconference today were predominantly women. The 
men were caught off guard, it seemed, with this topic. Not wanting to silence a moment 
of self-expression being demonstrated by several students, Professor Harris again let the 
air stand still. 
Professor Harris jotted a few notes.  
“Does anyone notice how the conversation has turned away from the work and to 
our thoughts and feelings about the process of the work?”  
Professor Harris shared with the students the conversation she had with a senior 
administrator and professor at the university where the Danish students matriculated, 
Professor Anais Stoddard, of whom Keziah referenced. She also shared moments from 
the interview with the famous expatriate jazz musicians’ daughter, Danielle. Professor 
Harris discussed the cultural aspects of expression, emotions, and the relationship to 
improvisation and composition tasks. Was solemnity or humor okay in some situations? 
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Would we be stereotyping people based on where they’re from? Some students lit up at 
this cultural perspective conversation, eliciting responses from students who were 
previously not as participatory. 
Professor Harris attempted to recover the moment by asking for the next set of 
composer teams to share their music.  
Jason cleared his throat. “Keziah, do you want to share our work?”  
“Sure, I would love to hear the result of what you added. Please walk me through 
it while you share it with the class.” Keziah’s face didn’t reflect positively or negatively.  
Jason had a worried look on his face. Keziah jumped in interrupting Jason as he 
was just beginning to say something. The students had grown used to the slight delay in 
back-and-forth conversation over the WebEx, a result of latency over broadband internet. 
They all knew not to consider it a sign of disrespect or overtalking someone. 
“Jason, just so you know, I read your email, and it’s totally fine, I trust you.” 
Keziah smiled. 
Jacques jumped in. “What!?”  
Jason’s face was wide-eyed.  
“Did I hear Keziah say she trusted someone?” Jacques said through laughter. 
 “Jason, what is your secret man?!” Jacques kept talking. “I’ve known Keziah 
since we were kids, and I’ve never known her to let go the reins of anything; let alone say 
she trusts someone with her music. She calls her songs her ‘babies.’” Jacques was 
laughing a bit more now. Keziah’s face portrayed a blank stare. 
Keziah responded, “Well, we’ve gotten to know one another as a class over these 
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many weeks, and Professor Harris encourages us to be open and flexible. Isn’t that right 
Professors?”  
Professor Sean Jacobs jumped in. “Yes, exactly Keziah.”  
Professor Harris smiled. “Okay, let’s hear it Jason and Keziah. What is the name 
of your song?” 
Jason introduced the song as titled Greta after the European-based global climate 
change teen activist Greta Thunberg. “I don’t know why people care about this teenage 
so-called activist anyway,” Jason said bluntly. “Never heard of her. Probably just 
grabbing attention like my younger siblings, just ugggh!”  
The other students laughed. Jason had little knowledge of the cultural influences 
of a teenager from Sweden – a place he’d never visited. Nonetheless, Keziah was 
passionate about the subject, and as Jacques relayed underneath his comments about 
Keziah’s personality traits earlier in the class, Keziah was not easily influenced; she was 
the influencer in most cases. 
Jason began, “We were looking to see what the intersection of a serious topic with 
playful contrapuntal lines of voices and interpolated melodies between piano and 
saxophone might sound like. We used a contrafact of “How High the Moon,” a popular 
jazz standard that bridged the two styles of swing and bebop. Let us know what you all 
think!” 
“How do you know that song was thought of as a bridge between swing and 




“What’s a contrafact in Jazz?” asked Jacques. “We use that term in classical 
music all of the time. I can’t see how the term could apply here,” almost demanding an 
answer. 
“Please gentlemen, allow your classmate to answer one question at a time!” said 
Professor Harris.  
Professor Harris’s face showed she was mulling over something. I am happy to 
see that discussion was back on track about music and music composition. There wasn’t 
a lot of time left of class, and several students hadn’t received their turn yet! This was the 
next to last class of the eight-week session. What could possibly be the solution to the 
time crunch?  
Ashleigh jumped in on the discussion from Pretoria. She had been mum all 
session. She wasn’t in the classroom with her peers but was on the WebEx from her 
personal computer at home. The six-hour time delay required her to be at home with her 
two young children for their after-school music lessons. 
“A contrafact in jazz is a new melody over an old harmonic structure – in this 
case, the chords progression to “How High the Moon.” The word was drawn from 
contrafactum during the Middle Ages (with a negative connotation of the word 
counterfeit) where old melodies are given new texts. Contrafactum as a concept was 
never really used in classical music or medieval music theory.” 




Ashleigh Nkosi, Graduate Student, University of Pretoria, South Africa 
 
Ashleigh Nkosi had been a student at University of Pretoria off and on for several 
years, trying her best to complete her degree requirements. She was reticent to 
study jazz, because as a classical pianist, her teachers frowned upon her interest in 
jazz subjects. A non-traditional student—older than most of her student peers with 
dual obligations as a wife and mom – she was a bit outside of the customary 
formalities entangling many students. Her parents had traveled and studied 
abroad, and Ashleigh had a very different orientation about intercultural relations; 
sometimes coming off as a bit irreverent. My love of classical music and subjects 
will not be stifled! she vowed, even if I do study this jazz stuff.  Ashleigh was curious, 
and her interests were broad. 
“Yes, thanks so much Ashleigh!” said Professor Harris, “Thanks for sharing that 
with us. Can we listen to Jason and Keziah’s selection now?” “Keziah? Jason?” 
“Yes, one more thing,” said Keziah. “Jason and I did our improvisation as by 
taking turns because of the technicalities of internet latency. But we worked on the chord 
progressions and reharmonizations together and decided who would solo over which set 
of chords and who would go first.” Jason chimed in, “Yes, and I was happy to go first so 
as not to be embarrassed. Keziah is a beast!” Everyone laughed at Jason being self-
effacing and complimentary to Keziah at the same time. Keziah smiled. 
Jason was deep in thought. What is with you, man? Why, after taking such a bold 
decision to submit the assignment, are you plagued with getting her approval? Why are 
you so concerned with how she felt or perceived your actions?  
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 The class listened intently to the composition, “Greta,” and applauded when the 
song was finished. Many of the students raised their hands to comment on the song and 
asked Keziah and Jason questions about their process, decision-making, and inspiration. 
Some students had never heard of Greta Thunberg, and some discussion ensued about 
global climate change. As the two collaborators fielded questions, Professor Jacobs was 
listening intently.  
Professor Harris was scribing notes, writing quickly, and being careful to allow 
the Q & A to flow without interruption.  
 The students were now discussing similarities to the original “How High the 
Moon” composition and variations by different jazz musicians. Apparently, all had 
forgotten the original question Arnold asked about the accuracy of the story asserting 
“How High the Moon” as a link between the two styles within jazz of swing and bebop. 
He bought this up again, emphatically. 
Jason was happy to share his research with Arnold. They often would compete in 
class and goad one another about points of jazz trivia that the other may not know. 
Jason’s face telegraphed that he was amused with himself. 
Jason began to share his research about the story of jazz songstress Ella Fitzgerald 
performing the song in what is now a legendary concert at Carnegie Hall. “How High the 
Moon” is known to some jazz musicologists as the bop national anthem and the most 
recorded jazz song in history. Countless jazz musicians have used it as the basis of other 
songs. (e.g., the iconic jazz alto saxophonist Charlie Parker for his composition 
“Ornithology” and the iconic jazz tenor saxophonist John Coltrane’s “Satellite.”) It has 
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been recorded with artists as varied as jazz violinist Stephan Grappelli’s recording with 
jazz pianist McCoy Tyner, jazz vocalists June Christy, Sarah Vaughan, jazz trumpeter 
Chet Baker and the renowned Count Basie and his Orchestra.  “I read, Jason continued, 
“that jazz trumpeter Dizzy Gillespie said when Ella Fitzgerald sang “How High the 
Moon” with his orchestra at that legendary Carnegie Hall concert in 1949, her fans had a 
chance to hear and appreciate the swing version. They modulated in tempo mid-tune to 
show the song sung as a swing number, then sped up to a bebop tempo and following 
with the band at break-neck speed. In that performance they demonstrated for the 
audience how swing and bebop had a relationship.  Ella practically owned “How High 
the Moon” after that. Her version became the definitive version.” Jason was proud of his 
love for Ella Fitzgerald. 
“I want to see that in writing,” quipped Arnold. “In what book did you find it?”  
“See me after class,” laughed Jason. “It is in my car. I’m surprised you don’t have 
it ‘Mr. Jazz Aficionado.’ The Jazz Standards, by Ted Gioia.8 Don’t know about it? I’m 
shocked!” teased Jason. 
Arnold frowned. He was not happy being one-upped. 
The Q & A was coming to a natural conclusion, and Professor Jacobs wanted to 
jump in and add a bit of history about a few South African versions of American jazz 
standards.  
Many musicians performed “How High the Moon” and other well-known jazz 
standards. “A version of “You Don’t Know What Love Is,” exists as recorded by Cape 
	
8 Gioia, T. (2012). The Jazz standards: A guide to the repertoire. Oxford University Press.  
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Town’s tenor saxophonist Winston ‘Mankunku’ Ngozi,” Professor Jacobs began. “He 
was heavily influenced by John Coltrane who he called “Daddy Trane” in a recorded 
tribute of Coltrane’s music titled “Dedication.” Mankunku’s music was mostly original 
compositions, but often he would record jazz standards, especially when working with 
American jazz musicians. He is well-loved in South Africa and many musicians of all 
genres embrace and love him as an icon.”  
Professor Jacobs continued, “Many of the jazz musicians in South Africa 
followed and imitated the American jazz musicians, especially the Black American jazz 
instrumentalists, poets, dancers, singers. All through the 1920s, 1930s, and 1940s, the 
infatuation for Duke Ellington, Coleman Hawkins, and Paul Dunbar was a source of 
inspiration for South African artists. There was a feeling of ‘we can do it too!’ and South 
African writers and columnists would write favorably about them, comparing groups who 
sought to copy Black American counterparts. One noted great blues boogie-woogie 
pianist named Sullivan Mphahlele had been a fastidious admirer and imitator of the late 
Fats Waller. An entire subculture developed in South Africa, of those carefully copying 
Black American artists. South African Blacks considered the achievements of the 
‘Africans in America’ as a source of great encouragement.” 
When Professor Jacobs finished his offering of a slice of South African jazz 
history, and the little-known relationship between South African and American jazz, the 
students began talking about this and asking Professor Jacobs many questions.  He shared 
the sources of his study and offered titles of books for the students to gather more 




“I was hoping you would come back to share this history with all of the students 
Professor Jacobs,” chimed in Ashleigh. I remember how much I enjoyed learning about 
the history of my beloved South Africa during our first session in this seminar.” 
“That was wonderful, thank you Professor Jacobs,” Professor Harris exclaimed. 
The students began clapping. 
“Before we wrap-up,” Professor Harris continued, “let’s discuss next steps.” 
“Professor Kwella has some composition and improvisation concepts for our 
discussion,” Professor Harris continued. “Before we start, I’d like to answer some of the 
email questions I received from our last class.” Professor Harris turned to the screen to 
address everyone.  
Session 8 of the 8-session global classroom, Global Jazz Seminar 
Professor Harris began this last official class session. 
“Let us turn to the subject of choosing repertoire. What are some of the ways you 
choose repertoire?”  She continued, “In our last class, Jason chose a song, and sung it as a 
ballad. In jazz you can choose to sing songs in different ways, with different tempos and 
different styles. He could have sung it as a Latin ballad. He could have done that as a 
uptempo swing. He could have done that as something with a funk, back beat. He could 
have done that as a piece with strings or a chamber orchestra. Right? When you pick 
repertoire, what are some of the strategies that you employ when choosing a song? What 
are some of the decisions you make about how to begin composing? Anyone?” 
“Yes, Shaniqua?” Professor Harris looked surprised to see her hand up. 
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“Thanks so much Professor Harris!” Just so you know, I love being in the class, it 
is the high point in my week. I am a theater major but singing jazz music is my real 
passion. This seminar makes me feel like a “real musician.” 
Some of the students laughed. 
“To answer your question Professor Harris, possibly the lyrics maybe, or what the 
song is supposed to make you feel could possibly lead you to what style you want to lead 
it in.” Shaniqua’s face showed a bit of nervousness as she responded. 
“That is headed in the right direction, nice Shaniqua! Anyone else?” prodded 
Professor Harris. 
“For me, I just experiment a little bit.” Keziah offered to join the conversation. 
She had been mostly quiet these last few classes, so Professor Kwella and Professor 
Harris were happy to see her participate again. 
 Jason jumped in. Professor Harris overheard Jason confess to Arnold that he was 
crushing on Keziah a bit. Jason responded on the heels of Keziah’s answer. Gotta support 
my girl. 
“I listen to as many people who’ve recorded it as possible. Uhm, I just try to find 
different inspiration, and then the song might speak to me in a certain style that it is often 
performed in, like the song Nature Boy. I love Kurt Elling’s version of the song Nature 
Boy. He created a jazz arrangement with kind of a Latin jazz feel to the song. But I also 
love the swing feel that Johnny Hartman brought to it. But at the end of the day, I kind of 
was won over to the Johnny Hartman version because that spoke to me more. The song 
kind of presents itself to me, and that’s kinda of what I do. I choose it based on how it 
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makes me feel.” 
   “Anyone else?” Professor Harris kept prodding the students to speak up. 
“Ashleigh here at UP (University of Pretoria).” 
“Hi Ashleigh!” Many of the students greeted her before Professor Harris could.  
Professor Harris liked that more students were responsive today. They must of 
have taken my email to heart when I encouraged them to be more participatory, giving 
them permission to not wait only on my greetings to their peers. 
“Yeah, for me it’s a personal interaction with the song. You look at things like 
how the song suits the voice.  I do agree with listening to as many variations of the song 
as possible because you are led to a space where your own creativity can take it to a new 
level and hope it doesn’t turn out like rubbish.” 
The students laughed at Ashleigh’s humor. 
“Thank you, Ashleigh!” Professor Harris continued her query of the class. 
“Anyone else?” 
Professor Jacobs interrupted. “Professor Harris, may I?” 
“Absolutely!” she was glad to turn over the class. She looked at her watch and 
realized the time had moved quickly. Geesh, this class was supposed to be Professor 
Kwella’s class. 
“I would like to know what students think when listening to the lyrics of a song 
that is too controversial. Do they sing, or perform it, or no? What do you say to protest 




 Hands flew up all over the class. 
“This is great,” said Professor Harris. “I have an idea, let’s think about that 
challenge Professor Jacobs just gave us, and for a moment let us turn the floor over to 
Professor Kwella. He has some concepts to share with us that are probably gonna lead 
nicely into Professor Jacobs question. Is that okay Professor Jacobs?” 
“Certainly! I’m looking forward to Professor Kwella’s presentation today,” 
Professor Jacobs replied. Professor Jacobs could always be counted on to be collegial and 
amenable. 
 Professor Kwella began, “Well this is a perfect segue because some of the choices 
in repertoire are about the harmony. Somebody writes things, for instance Nature Boy. 
You know, like some of those kind of minor harmony tunes, like Nature Boy and Autumn 
Leaves can work really nicely with a Latin feel for sure. Sometimes you can play with the 
harmony a little bit and leave things out like I do in a folk version of “Autumn Leaves.” I 
leave out the parenthetical chords of it. Yeah, and leave out more of the exotic chord 
changes and go right for the rhythmic feel.” 
Jacques jumped in, “In Denmark, rhythmic means commercial, non-classical. In 
the United States you may think of rhythmic as groove.” 
“Thanks Jacques!” Kwella smiled at him.  
Jacques smiled back. 
“Oh yeah, Professor Kwella’s band did a nice version on their gig last Sunday 
here at Christianstad.” Jacques offered up.  
“You didn’t tell us Professor Kwella! I would have come,” said Keziah. 
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Professor Kwella smiled and continued, “How many of you, when you are 
choosing a song, listen to research examples by musicians from your country or from 
other countries? 
Or does that matter to you, and if so, why?” 
“I think with regard to or specificity of the South African content, we normally do 
our original tunes, like, they all are traditional, ya know,” replied Tshepo. “We mostly 
look towards uhm, the standards that have been, kind of the lineage of the jazz standards, 
so uhm, it is very important to me personally. I think I am trying to find the link between 
the similarities and some of the differences that come within the style that we share, but I 
am not really finicky about a specific artist from a specific space. I am open to listening 
to different variations and versions of a song because that can only influence the way I 
want to sing or perform it.” 
“Excellent, thank you Tshepo,” Professor Kwella continued. 
“We can add many more choices when the improvisation we used in the 
composition can also help to develop the lyric,” Professor Kwella paused again, then 
continued. “I would like for everyone to create a song snippet, an idea or phrase we can 
develop into a composition together in class. Consider it a bit of an idea pool from 
several of us and then we will split up and work in groups.” 
Hands went up fast again, and the students begin asking lots of questions. 
Professor Harris interrupted, “I hate to be the party pooper, but we are going to 
lose our connection in about 4 minutes.” 
“Okay, I will quickly ask for this then,” says Professor Kwella. “Interrupt me if 
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you want to add something to that but what I would love for everyone to do is think of a 
jazz standard or a jazz song or song that you’d like to sing in the jazz style and try to 
listen, look for, and research an artist from a different country other than your own 
performing it. That is number one.”  
Professor Kwella continued, “Number two, I want you to look for an artist from 
your country performing that same song.  You likely will have to do a little research on 
that. And then be prepared to give us something about it when you present it. It could be 
an mp3 listening sample, lead sheet, score, or a video. I am also open to you performing 
it yourself. Most important is to plan to give us some ideas of where people can research 
if they did not have your first-hand knowledge of where to look for these kinds of things 
to share, and to research, with which to work.  You can send it to me in an email if you 
are not planning to be on screen when we do this. That is pretty much it. You know, you 
do not get a grade for it from me however, it would be great if everyone could participate 
because we get ideas from everyone, from wherever you listen.” 
“Thank you, Professor Kwella!” 
“Okay, seems that is all we have time for today,” Professor Harris was talking 
very fast. “I have other ideas for things going forward since this is our last official class 
meeting. I am going to send out a link to maybe make a Facebook Group. Can you access 
Facebook in Pretoria? 
Students in Pretoria: “Yes!” 
“How about in Europe? Are you all okay? You don’t have any firewalls for it, 
right? I certainly wasn’t intending to be disrespectful or condescending or anything. Just 
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wanted to make sure we all have the same access to tools. That is all.”  
Professor Harris was looking all around to feel the unspoken responses in the 
bustle. Students were packing up their bags and personal belongings. 
“That is a valid question,” chimed in Evadny.  “I have family in China.  They 
only have WhatsApp.” 
“Okay, so that is the big thing about assumptions we have learned in this 
seminar,” said Professor Harris. “We have examined many things, including the impact 
of assumptions. . .” 
Professor Harris pivoted, “Okay, I am being given the one-minute warning from 
our instructional IT technologist. Thank you everybody for joining! I really appreciate 
you, my deepest heartfelt thanks. I will see you in a week if you want to attend the 






What counts about artists is that they perceive reality differently. . .because they 
produce something coherent in its own terms that is valued by their communities 
–their art, their strikingly individual contributions to human culture.  
—jazz journalist, Gene Santoro 
 
As a musician there are always a lot of different things influencing the situation.  
—jazz pianist, Horace Parlan9 
 
Prologue 
Writing and conceptualizing the novella you just read was a wild adventure, and a 
humbling experience for me. Doing this research has changed my perspective as an 
educator in terms of what is possible in a classroom. The stories I shared in Chapter 4 
employed descriptive language from the study participants as individuals, as well as the 
meanings behind their conversations. The novella served as the connective tissue from 
theme to theme, clarifying how interaction among the participants demonstrated 
gradations of development in the domain traits of cognitive, interpersonal, and 
intrapersonal dimensions. As a reader, what were your questions? Are you wondering 
how I came to shape the story as a result of the data? American ex-pat and resident of 
Denmark until his death, Pianist Horace Parlan’s10 quote above is spot on; a lot of things 
influenced the interactions, conversations, and outcomes of the participants. I hope the 
following discussion will elucidate my efforts. Instead of “results” or 
“recommendations,” I prefer to keep in alignment with an improvisation on the 
customary academic terms. I will instead refer to the former as reverberations and the 
	
9 Barfod, H. (2011). Horace Parlan: My little brown book. Saxart. Denmark. 




latter as riffs. I will include comments from many of the students from the seminar and 
all names will be pseudonyms.  
In African based music, everyone in the audience is responsible for making the 
music happen. I offer you a seat in the band with me; clap your hands while you enjoy 
the music! 
Reverberations 
(Danish = Efterklang) 
 
The three stages of initial, intermediate, and advanced intercultural maturity 
within the cognitive, interpersonal, and intrapersonal developmental domains were 
measured, documented, and analyzed from the study data. Analyses of study participants’ 
demonstrated responses to behaviors of, and communication with, different others 
coalesced in the data. The perspectives and responses may have been related to 
assumptions, values, and/or beliefs. Study participant behaviors were observed and 
analyzed for indicators of gradations of initial, intermediate, and advanced intercultural 
maturity along the developmental continuum of the King and Baxter Magolda (2005) 
Intercultural Maturity Model (IM). All the sessions were recorded from the time anyone 
signed in, so these pre-class conversations ended up in discussion of participant 
perceptions and mindsets. The discussion that follows elucidates the findings.  
Deardorff (2015) emphasized a core intercultural competence tenet worth 
reiterating: achieving intercultural maturity is a lifetime endeavor. The focus of this study 
was to use jazz as a lens to observe intercultural maturity development in globally 
networked classrooms of college jazz students. This study facilitated observation of 
marked shifts in behaviors and attitudes of the students, and rich data were gleaned 
	
	 175 
indicating some results for acquiring intercultural maturity. Data were prescriptive 
though not exhaustive. Still, this case study of intercultural maturity in a jazz GNLE was 
useful. It afforded opportunity to examine college student participants in this study 
geographically apart, and to understand what indicators might emerge on the IM 
continuum in response to jazz activities. The findings of this study may advance an 
understanding of how a GNLE where students studied jazz did or did not facilitate 
intercultural maturity. The traits germane to jazz subjects were further nuanced in the 
proposed model, A Jazz Orientation to the Three-Dimensional Developmental Trajectory 
of the Intercultural Maturity Model, to clarify subtleties in participant behavior and 
communication elicited by jazz particularities. 
An overview of what will unfold in the discussion about the seminar sessions is 
outlined below. I will use pseudonyms for the students and faculty in the examples for 
privacy protection. I will include many of the students’ comments related to connect the 
data to the results and implications, not just the key informants. When a student with a 
pseudonym is speaking, additional students in that conversation are denoted as Student B, 
C, etc. Please note that the dialogue is a summation or paraphrase in some cases, and in 
other instances, of actual conversations. When necessary, I will use direct quotes for 
emphasis.  
Analysis of Reverberations 
1. Participants’ choices in behavior were often appropriate and effective, other 
times not so much. What was most interesting were gradations of intercultural 




2. It appeared certain jazz activities (composing, performing, improvising and 
discussion of jazz history or culture) had the propensity to engage movement 
in developmental domains of cognitive, interpersonal, and intrapersonal traits.  
3. The results from this research could be used as a basis for future research in 
new ways to embed curricula with intercultural training to enhance study 
abroad and internationalization efforts. 
4. Intercultural interaction impacting intercultural maturity in a jazz GNLE could 
not be calculated pre-study. As a result of these findings, researchers can have 
introductory research to expand inquiry into development of intercultural 
competencies through jazz curricula.  
5. A GNLE provided an evocative and engaging on-campus platform for 
development of intercultural maturity. GNLEs have only recently been used in 
lieu of study abroad programs for campus internationalization efforts—
bringing students and faculty together with international peers—as it was 
generally regarded that study abroad programs were most successful at 
achieving development of intercultural competence goals. (Starke-Meyerring 
& Wilson, 2008) 
Notable observations developed from the study data regarding jazz composition and jazz 
history. Jazz composition is largely taught as a pedagogical next step to jazz 
improvisation in academic settings, and jazz history is a necessary core requirement in 
the jazz curriculum (Baker, 1979; Herzig & Baker, 2014; Dunscomb & Hill, 2002; 
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Goodrich, 2013; Kelly, 2013; Madura Ward-Steinman, 2008; Van Vleet, 2021; Wiggins, 
1997). The study participants were jazz students and familiar with these jazz subjects at 
varying levels. Topics for jazz composition activities appeared to be equally effective as 
jazz improvisation, but in slightly different ways than jazz history.  
 Teighan talked about the changes jazz improvisation created for her, “The jazz 
and the effect on our brains article? Yeah, now I can understand different things. 
Because for the first moment I started studying with you, I feel something 
happened in my brain you know. I feel something, and I don’t know, and I think 
that is the answer. I feel something is awake in me, in myself, but I don’t know 
how to explain that something yet.” 
Jazz composition activities were interesting because of the participants’ reactions toward 
the vulnerability of being judged. Of note were interpersonal and intrapersonal 
development activated in students concerned over how their creative ideas would be 
judged and discussed publicly. 
Jacques, who was reticent to share about his compositions, offered an in-class 
description of their own music, “I think it is kind of hard to define my own music 
but something between pop and Nordic. Some influences from jazz and pretty 
Nordic sounding, but Nordic jazz combined with pop music. Yeah, and um, I 
think I can share it in class.” 
Jazz history conversations revealed participants’ nationalistic group orientations in a way 
that was not evident in jazz improvisation activities.  
 Gensey shared music from her home country as a point of pride, “And this 
	
	 178 
particular song was made famous by Miriam Makeba, and it’s even still sung 
today. Like one of those classical jazz standards that never gets old. So, I thought 
I would share it with you all and kind of invite you to know how it kind of makes 
us feel sad. It’s very nostalgic. It is based on a 1-4-5 progression with 
improvisations, which is the backbone to a lot of South African standards. So yes, 
we all love it. From grannies to children. It’s just one of those. It’s a beautiful 
one.” 
Jazz history activities elicited many nuances along the cognitive and intrapersonal 
domain traits of behaviors and communications among study participants.  
 McCoy was usually very shy but became visibly excited to share a South African 
saxophonist, Winston Mankunku Ngozi, “That song I played was written in one 
of our 11 languages called Xhosa—that’s one of the indigenous languages of 
South Africa. And it is written by Winston Mankunku, one of the best 
saxophonists (I think) to have ever lived. The song became one of South Africa’s 
jazz standards. It’s like your Summertime basically.” [referencing the previous 
conversation about the Gershwin classic]. 
There were some surprises in the data and some interesting outcomes. The 
socializing that took place offline among the participants while completing assignments 
and discussions about aspects of the work provided insights about cognitive, 
interpersonal, and intrapersonal domain developments, signaling some evidence of 
movement between the developmental intercultural maturity domains. For example, 
before all students were signed-on in the global classroom sessions, students arriving 
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early would chat informally about several personal and professional subjects. These 
authentic conversations were not prompted or curated by a faculty person. I learned more 
subtleties about the personalities of the students, and their lives outside of the seminar.  
Marlon speaking to the South African students logged in before class started, “Oh, 
condolences for the recent passing of Minnie by the way. Minnie Mandela. I 
heard about that.” 
Many South African students responding at once, “It’s Winnie [they are laughing] 
Winnie Mandela.” 
Marlon. “Oh, sorry, sorry, sorry!” 
Dumas, “He mixed up the continents.” 
Salim, “We thank you!” 
Dumas, “That’s my brother.” 
The jazz composition activities boded well for opportunities to observe student 
engagement because the activity seemed to elicit intercultural maturity domain traits. 
Near the end of the eight sessions one particularly quiet student decided to finally share 
their work in class.  
 Claire volunteered, “I wanted to play some type of Nordic jazz or Scandinavian 
jazz. I don’t know how you all are with that concept, with that kind of jazz. I’ve 
been trying to figure out if it’s something people talk a lot about. Especially in 
Denmark people talk a lot about Nordic jazz and Scandinavian jazz and people 
are like, yeah sure but what is that actually? So, I talked to my vocal teacher about 
it as well and she said why don’t you just perform one of your own songs because 
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she was like that’s kind of it. And I was like is that even jazz? I feel like it’s more 
towards pop and things like that. At least she said that for Nordic jazz might be 
that it’s pretty simple. It has some kind of simplicity to it. It can be modal jazz, 
um, the lyrics are usually quite important. It is inspired by folk music. But 
anyway, she was like well you can perform one of your own songs and I’m like 
yeah, I can. This is one of my own songs in Swedish. I write most of my songs in 
Swedish and it’s just an audio file from rehearsals a few weeks ago so it’s not 
perfect in anyway, but yeah.” 
Another example of the impact of jazz composition (influencing identity and self-
awareness traits) is a difference of opinion about creative ideas, procedures in 
songwriting, or preferred music writing software between collaborative partners.  
 Teighan, “On one hand you get all of the technical tools and rules of jazz, music 
theory, typical jazz scales and so on. On the other hand, you're always free to 
make your own interpretations of the music. You're supposed to make the songs 
your own and make them your way, and I think in life in general it's important to 
find the balance between safety, efficiency, and comfort as well, but also 
improvisation and spontaneity, which makes life fun and exciting to live.” 
The conflicts and conversations evoked and peaked emotional responses. One South 
African student wanted his peers to have respect for, and to know that he felt time 
signatures used in American jazz originated in Africa.  
Tshepo, “The language, also that rhythmical field that you were just talking 
about? That three against four feeling? That’s also like an African thing I would 
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say. That’s that feeling you get when you listen to South African jazz. And like 
6/8. That’s Afro Blues.”  
Participants’ personal choices, differing perspectives, and values were all instigated 
among the composition teams. Outbursts or tensions occurred during synchronous 
sessions in one-on-one and group conversations within and across geographic cohorts. In 
one of the sessions, a student named a style of music as gospel in a listening sample and 
was admonished by other students. It created an uneasy moment in the class 
conversation. One comment made by Shaniqua stood out, “Well who taught them that? 
I’m asking. It is only authentic depending on who taught them to sing like that? That is 
NOT authentic.” The other students chimed in. 
Evadny asked after an in-class listening session of a recording, then a video of a 
Korean gospel choir, “Before you showed the video, we cannot really tell whether 
it was. . . especially because we don’t live in the states, we don’t live in the South. 
So, when we see that oh, it’s an Asian classical choir, they sounded very much 
like from New Orleans, like a Harlem classical choir.” 
Terrance, “That’s not a hymn. Is it? Okay, we sung a lot of more . . .I don’t want 
to use this term, more . . . I’m trying to think of an intellectual way to say it. You 
know. More work songs. I should say slavery songs. You know, the songs they 
did in the fields while they were working. That’s not gospel that they were just 
singing!” 
The activities of the class which involved jazz improvisation, and jazz history also 
drew various emotional responses, from mild to intense. These emotions were expressed 
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by some students as everything from unexpected vulnerability to disdain for the tasks. 
One memorable student, Arnold, made the complaint to Professor Robin Harris about 
having to do the folk song exercise, saying it was a stupid assignment. That conversation 
took place! Another task created pushback from one student who wasn’t deterred from 
the willingness of peers. Students were talking about team projects and possibly deciding 
on giving a mock TEDTalk [With the title: Because of jazz I . . .] as an idea to present in 
class about how they were impacted by jazz and the seminar.  
Dumas, “Oh, I guess because of jazz I’ve changed probably you know. That’s a 
good one. The music of change and challenging yourself and repeatedly getting 
comfortable with you know being uncomfortable. So yeah, I think that’s going to 
be mine. I can give the whole talk right now!”  
Not all students were as eager as Dumas. One young lady, Shaniqua, was adamant, “No, 
I’m not gonna do that. [laughs].” 
 Marisol, “Because of jazz I find balance in life. I can motivate myself to become a 
better musician and a better person. I can express and understand my feelings and 
myself and I learn to do life in my own way.” 
Other noted student emotions were that the collaborative projects instigated a feeling of 
being exposed. Students remarked that they felt inadequately tooled to partner up with 
peers with whom they had just met. 
Nadia talked about feeling isolated at her school, “When I started studying there 
was absolutely no one that looked like me in the entire department. For me that 
also affected my psyche, you know, just not finding yourself within the space that 
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you are. As a black female, I often have to prove myself, yeah, I have to prove 
myself to earn the respect of my peers. Because of that, I don’t collaborate with 
others really.”  
I was surprised by how adeptly some students handled emotions: their responses provided 
opportunities to observe dimensions of the study themes. 
 Leslie discussed a talk about gender and music implying the conversations as a bit 
of a surprise, “Well actually we just had a big gender talk here at my school and 
we talked about the problem because there are not that many female 
instrumentalists, and the ones that are here feel like they are being somehow 
discriminated against. Not maybe knowingly by the male teachers, but sometimes 
there are some not so lucky situations. So, we just talked about it and how we can 
prevent that from happening to the ones that are younger than us.” 
Leslie demonstrated cognitive dissonance about why the phenomena of biases or 
discrimination existed at her school. The emotional response for Leslie was something 
only recently coming into her awareness at the time of the “big gender talk.” Her 
articulation of wanting to help her peers understand and the subtle defense of the male 
teachers could be situated in an intrapersonal/interpersonal continuum movement at the 
intermediate level of the IM. 
Themes 
Developing from data as observed behavior of study participants were themes of 
adaptability, curiousness, empathy, identity (personal and cultural), openness, trust, and 
self-awareness. The tactile and visual artifacts educing these themes were from the 
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submitted assignments. Student work included videotaped autobiographical essays, 
written essays on jazz topics, mp3 recordings, lyric sheets, social media posts of career 
achievements, and videotaped presentations. 
Additional developing themes from the data of this study aligned with 
competency areas indicating intercultural maturity as identified by intercultural 
competence researchers (e.g., Mendenhall, Stevens, Bird, Oddou, (2008) and Osland 
(2008)), who described competencies for intercultural communication and effectiveness 
and delineated three competency areas with two significant factors. Continuous Learning 
(Self Awareness and Exploration), Interpersonal Engagement (World Orientation and 
Relationship Development), and Hardiness (Positive Regard and Emotional Resilience). 
Mendenhall et al. (2008) dimensions had significant usefulness in aligning data emerging 
from the student artifacts. Concomitant themes having coherence in the current study data 
were continuous learning (self-awareness and exploration), hardiness (positive regard and 
emotional resilience), and interpersonal engagement (world orientation and relationship 




Comparison of Developing Themes 
Table 1. Comparison of Developing Themes 























Identity (personal and cultural) 
 
The current study data affirmed the developmental trajectory theorized by King 
and Baxter Magolda (2005) of the complexity in understanding cultural values, social 
identities, and intercultural interactions. Some study participants clearly demonstrated 
intercultural maturity characteristics during the seminar experience. 
Keziah shared, “Well many of the solutions have to begin earlier. You have to 
explain to young kids earlier how the world functions today because that’s where 
it has to start. And with the teachers in preschool and stuff like that because 
people have had a bad experience as women. Like one was told you can’t play 
drums because you’re a woman; you have to let the boys play drums. Even 
though she wanted to. I think many of the solutions we have to get back to the 
preschools and fix it from there and just let it be like an opportunity for everybody 
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to try. Like try to play an instrument, its ok to fail. You don’t have to be afraid, 
there’s nothing to be afraid of. If you’re a boy or girl, if they like it, they can just 
continue instead of just instantly being afraid or something like that.” 
Keziah was focused in her comments on the identity and self-awareness themes and the 
need to respect one’s point of view and right to choices. 
Through conversations—and subtleties in tone and mood documented during 
observation of participant behaviors during each session—data reflected qualities in 
student artifacts aligned with the developing themes. Students were asked to voice 
opinions about if they felt it was important to choose repertoire from other geographical 
regions other than their country of origin. 
A South Africa student, Cessin, was frank with his position, demonstrating a 
strong identity and sense of pride, “I think the land and specificity of the South 
African continent is strong. We normally do our own original tunes, and for us 
they are all our traditional songs. We mostly look towards the standards that have 
been kind of like the lineage of our jazz standards. It is very important to me 
personally.” 
Some students demonstrated empathy and hardiness in discussing the creative ideas of 
peers:  
Jason shared his opinions about migrating from the classical tradition to jazz, 
where his new jazz peers cautioned him, “You can’t always just practice (like my 
classical music friends do) because jazz is about responding in the moment.” He 
said he understood better when “the instructor set parameters in an improvisation 
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exercise” and only allowed certain notes to be used. “I practiced the song 
perfectly and then when I was told I can’t play any notes outside of 1 and 6, I 
didn’t know what to do; but I kept going!” 
Other students were adaptable and resilient in giving way to the challenges of trading 
fours: a common musical context in jazz improvisation where students share the spotlight 
soloing within four-bar sections of the song form (Herzig & Baker, 2014). Students’ 
personal views were culled from how they presented their work in a composition, lyric, 
or video essay and how they articulated summations of their emotions and attitudes. 
 Arnold was unexpectedly called out on a personal viewpoint to a student who felt 
his comments were unacceptable about religion, “Folk songs don’t have to be 
about culture and religion. The idea of God doesn’t necessarily have to be just, 
you know, God in heaven above. It could be you know, for some people it is 
family. It is the path of enlightenment, or you know whatever it might be, but it’s 
still the element to it, I think.” 
 Jason, “But what about tradition. There is a difference between traditional, like 
Negro spirituals and folk songs!” What are you saying, man?” 
I felt it was important to let the conversations have a moment to ebb and flow in both my 
participant-observer hat and educator hat. Instances like the conversation above were an 
example of exercising my own intercultural maturity muscle of tolerance and empathy 
and allow the students to emote and discuss as needed.  
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Character Sketches   
 I expected I would need a character sketch of students from each geographic 
location as I began to make meaning out of the developing themes. A coherent story 
around those themes was informed by visual or tactile artifacts, and the material analysis 
or meaning discernment emerged from those items. In order to best communicate a 
students' demonstration of intercultural maturity, I used phenomenological analysis of the 
three main students sketched, from the interviews and observed behavior in the sessions. 
I also weaved into my account a bit of portraiture, as this will be useful to know who the 
students were before they experienced the culture of the sessions. What follows is more 
detail into the meaning-making from the students as a result of interactions with global 
peers around jazz topics. 
Jason 
 As Jason’s backstory was described in the Chapter 4 novella, distinct 
characteristics of his personality are revealed that affected his interactions with the study 
participants. He had a strong identity and orientation to his sense of being an immigrant-
American, often assumed to be African American because of his complexion. He was in 
his early 20s, well-liked by most classmates; a graduate student and multi-instrumentalist 
in his first year of the Jazz Studies program. In the Global Jazz Seminar, he took great 
pride in being seen as a leader and was keen on how others saw him. He had previously 
attended a predominately White, private, prep school for high-school, and an ivy-league 
college for his bachelor’s degree—which he often shared in conversation. He commented 
how he was in culture shock attending NCCU, an HBCU. What I observed of his 
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behavior in the sessions was a very strong focus on getting others’ approval and wanting 
to make sure others felt comfortable in class during tense or potentially challenging 
conversations. He liked to defend others and regularly displayed empathy, openness and 
self-awareness. Some students coined a nickname for him of being “The Mayor” because 
he made it his duty to be the connector; he knew everyone’s name and made sure to 
remember something anecdotal to add about a person in conversation. He was a strong 
musician overall with a lot of eagerness to perfect his craft. His musical preferences 
tended toward challenging improvisational passages and highly developed compositions 
in jazz. He also loved when two worlds meet, e.g., classical music and jazz, or hip-hop 
and jazz. Jason’s interview after the end of the session was telling. He described the 
sessions and experience with his international peers as enjoyable and eye-opening. He 
was, in his estimation, well-traveled and had a passport since he was a kid. He boasted in 
seminar after the first class and felt comfortable being himself, “Yeah my parents have 
friends in Barbados, so I’ve been there several times.” He did share that he felt nothing 
measured up to being in the international location with people instead of in a global 
classroom. His overall analysis of his participation was that he would do it again but 
advise people to couple an experience like the Global Jazz Seminar with subsequent 
travel abroad. “I’m actually a tad bit depressed that it is over.” Jason commented in an 
impromptu sharing in the last session. He did mention that if someone had never traveled 




 From her homeland of Denmark, Keziah bought to the Global Jazz Seminar 
sessions a guarded openness. Keziah was a graduate student and vocalist at RAMA, and 
very much wanting to know what the network afforded her in the GNLE. She was 
ambitious and energetic, well respected among her peers, and liked people in general. 
Keziah beamed when asked if she had a passport. She shared that she traveled frequently 
but had never been to the United States. Her career goal was to tour with her band and 
forge out some opportunity with her international friends in Europe to perform and 
compose. She thought teaching was something she might do in the future. Instead, she 
really wanted to see what her options were. I would characterize her interactions in the 
class as displaying a lot of curiousness, openness and empathy. The students and I were 
quite surprised when toward the last few sessions, she behaved in a much more vocal way 
than in the beginning sessions. When discussing women and gender roles in music with 
the students everyone was caught off guard, including the professor from RAMA. It was 
a bit uncharacteristic for her. I asked her about this in our interview and she thought she 
should speak up and take a stance because she felt many of the women in the class were a 
bit afraid to be bold in their expressions or sharing. She was genuinely emphatic about 
sharing the story of her woman senior professor from RAMA. When asked about 
feedback of the GNLE experience she thought all of students were intriguing, and 
mentioned she was quite accustomed to engaging with international exchange students on 
her campus. The American students surprised her because she expected them to be 
stereotypically rude (and she remarked they didn’t behave that way). She expressed 
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wanting to find out more about the women musicians at NCCU and University of 
Pretoria, as well as those she had not yet met from her school. (The students situated in 
the satellite location in Aalborg, DK did not necessarily see or interact with the students 
in Aarhus, DK, given the distance between those campuses). 
McCoy 
 McCoy was characterized in the Chapter 4 novella as being very vocal and 
outgoing, but in the Global Jazz Seminar sessions, he was very quiet. McCoy was a brass 
player and first year undergraduate student at UP. When I interviewed him and asked 
about his lack of interaction for most of the sessions, he summed it up to being extremely 
nervous because he was new to Jazz. He felt he didn’t want to embarrass his classmates 
and professors, nor did he want to reveal his status as a newbie. McCoy was the youngest 
of four siblings who were all musicians. He didn’t feel he could contribute to the 
composition assignment but ended up being able to come up with something at the last 
minute. He also was afraid of playing and improvising with the jazz students from 
America, because he felt like they would hand him his butt in a jazz solo. (As it turns out, 
McCoy was a solid improviser in the Blues assignment when students performed solos 
alternately in class.) McCoy was very conscientious and though quiet in the class, I 
learned from his professors that he corralled his fellow peers each week to review the 
material to ready the class for the weekly sessions. I found McCoy to demonstrate themes 




 Arnold was a bright, intelligent student who excelled on his instrument and in his 
academic studies. He was often seen as a leader among his peers and often played the 
role of bandleader. He worked around town with many bands and a sought-after multi-
instrumentalist.  You would sometimes hear him before you saw him because his voice 
was distinct, as was his laughter. He was usually at the center of students aggregated in 
the music building or other student gathering places on campus, holding court with 
students gathered to hear what he had to say about any number of current world events. 
His background was from a small rural town and a working-class family, the only male 
child with several sisters. He mentioned being the misfit growing up as the only musician 
in his family, and for holding opposite political beliefs from his childhood friends and 
family members. 
Arnold garnered a lot of attention in the class and during data analysis. His 
personality and charisma were palpable. He created vibrant conversations about jazz 
history, argued for “proper” jazz protocols with bandmates on stage and manipulated peer 
interactions throughout the seminar. The musician he portrayed himself to be sometimes 
seemed at odds with the persona he revealed sans the mask of “bandleader” or “class 
clown” (and often more enlightened). He could be perceived as combative, and then 
explain away responsibility for his abrasive behavior as “holding strong beliefs” and not 
allowing himself to “be bullied by others’ opinions,” and then apologize profusely. His 
character in the Chapter 4 novella was an example of a person who did not move across 
the continuum from initial stages of either of the three domains, cognitive, interpersonal, 
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and intrapersonal, to advanced stages. He was so deeply himself. Others’ opinions and 
perspectives were a threat to his identity and worldview, exhibited in his communications 
with peers and faculty. He demonstrated this by questioning faculty and peers with 
incredulousness and showed an inability to allow for an opposite opinion from peers 
without a contrary stance during dialogue participation in the seminar. There were 
inklings of some movement Arnold made toward intermediate stages of growth in the 
cognitive domain when he would apologize for being bombastic, abrupt or judgmental, 
indicating that he was aware and had knowledge of interculturally mature behavior, but 
those moments were short-lived. 
It will be useful for our discussion at this point to again draw parallels to the nine-
stage matrix of the King and Baxter Magolda (2005) IM framework. Some students 
exhibited being in the cognitive domain of initial and intermediate levels of intercultural 
maturity when they demonstrated difficulty understanding the concept of culture 
disconnected from demography or geography. An example is again, Arnold, 
incredulously questioning the existence of symphony orchestras in Africa, or wondering 
where the women as jazz big-band bandleaders are:  
Ashleigh was pointing out the absence of women in bands in her town, “Yes, I 
know that Band A always has a lot of guys in his big band, but never any women. 
Why is that? I see mostly the men playing congas, piano or different instruments 
but. Not too many women play instruments.” 
Dismissing and minimizing cultural differences in Danish jazz or South African jazz or 
the socio-culture of a region was an experience of observed behavior of study participants 
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at initial levels of intercultural maturity. Arnold often found himself in a quandary when 
expressing his beliefs or values, sometimes causing a contrast to what others’ articulated 
opinions. 
 Arnold, “I would argue just cause I’m in jazz senior seminar right now and we’ve 
been heatedly discussing this topic, what my instructor will say. The differences 
between American and European jazz, right, and what constitutes jazz and what 
constitutes music that you know, music that would not be considered jazz. The 
one thing we really boiled it down to is that swing feel. Right, the swing feel is 
required of jazz. And in this particular song you know—great song, love it but—I 
didn’t feel the swing feel. It had straight 8th notes. So maybe in the traditional 
American sense of jazz, not so much as jazz. But in the broad European sense of 
jazz, I would definitely consider it under that umbrella.” 
Intermediate level study participants with intrapersonal maturity traits who began to view 
cultural perspectives and the relevance of historical and political contexts as a way of 
understanding global jazz cultures, articulated how multiple cultural perspectives were 
important and valid. Samantha was expressing a preference for Mahalia Jackson’s 
version of a traditional spiritual after listening in class to a Danish singer performing the 
same selection. Samantha continued and said she “listens to music and what the feel of 
the story is, that’s in my head.” She paused a minute and continued, “This singer was a 
bit too laid back for me. I need the urgency.” Other students jumped in and defended the 
Danish singer by saying that the arrangement was different and unusual and both versions 
were important to “let in” to be fair to the artistry of both singers. 
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Language was an interesting aspect of the data, significantly so because English 
was a second language for two-thirds of the participants. A word frequency diagram done 
through data analysis for themes provided a stark example of missing the forest for the 
trees. Below is Figure 3, a word cloud diagram from one of the sessions where the words 
are depicted because of the frequency appearing in the class dialogue. It struck me that 
words in the center of the diagram, (e.g., students or thinking), were a breadcrumb for me 
to ruminate about how language was not a barrier but a bridge. I understood analysis and 
themes might not be the means to an end but could also be a window for appreciating 
simplicity in expression. 
Figure 3  




Deardorff (2006) made it very clear that evidence of the ability to demonstrate 
intercultural maturity is effective and appropriate behavior when interactants engage with 
different others. A revisit of Table 1 with an added column of the addition of the King 
and Baxter Magolda (2005) IM conceptual framework follows as Table 2 below. What is 
depicted in the table is which specific behaviors were elicited from jazz activities or 
represented in student work paralleled with the developmental domains of the IM. 
 
Table 2 
Comparison of Emergent Themes and Intercultural Maturity Model Dimensions 
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King and Baxter Magolda 










Level 1: Cognitive Maturity: Assumes Knowledge is certain 
and categorizes knowledge claims as right or wrong; is naïve 
about different cultural practices and values; resists. 
Challenges to one’s own beliefs; differing cultural 
perspectives as wrong. 
Level 2: Evolving awareness and acceptance of uncertainty 
and multiple perspectives; ability to shift from accepting 
authority’s knowledge claims to personal processes for 
adopting knowledge claims. 
Level 3: Ability to consciously shift perspectives and 
behaviors into an alternative cultural worldview and to use 













Level 1: Lack of awareness of one’s own values and 
intersection of social identity: lack of understanding of other 
cultures; externally defined identity yields externally defined 
beliefs that regulate interpretation of experiences and guide 
choices; difference is viewed as a threat to identity 
Level 2: Evolving sense of identity as distinct from external 
others’ perceptions; tension between external others’ 
perceptions; tension between external and internal definitions 
prompts self-exploration; immersion in own culture; 
recognizes legitimacy of other cultures. 
Level 3: Capacity to create an internal self that openly 
engages challenges to one’s lies and beliefs and considers 
social identities in a global and national context; integrates 

















Level 1: Dependent relations with similar others is a primary 
source of identity and social affirmation; perspectives of 
different others are viewed as wrong; awareness of how social 
systems affect group norms and intergroup differences is 
lacking; view social problems egocentrically, no recognition 
of society as an organized entity. 
Level 2: Willingness to interact with diverse others and 
refrain from judgment; relies on independent relations in 
which multiple perspectives exist (but are not coordinated); 
Begins to explore how social systems affect group norms and 
intergroup relations. 
Level 3: Capacity to engage in meaningful, interdependent 
relationships with diverse others and grounded in an 
appreciation for human differences; understanding of ways 
individual and community practices affect social systems; 
willing to work for the rights of others. 
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As a reminder I aimed to investigate what aspects of studying jazz may provide 
instigation for development of skills in the initial, intermediate, and advanced stages of 
all domains along the continuum toward intercultural maturity. The context of the GNLE 
was situational, and not deemed to have any evidentiary causality in acquisition of 
intercultural maturity skills. The GNLE provided access for students geographically apart 
to engage with international peers and was a means to an end. In light of these 
considerations, the following is the reiteration of the research questions: 
1. What are the activities and interactions of jazz that appear to influence students’ 
movements toward or away from intercultural maturity? 
2. What are the indicators from participants of cognitive, intrapersonal, and 
interpersonal intercultural maturing that occur in a GNLE focused on jazz 
subjects? 
The implication of the results above and the themes observed indicate some 
strengths and some weaknesses from our study participants in intercultural maturity when 
compared against the three domains of competencies in the King and Baxter Magolda 
(2005) Intercultural Maturity Model. To review, their model separates the competencies 
in cognitive, interpersonal, and intrapersonal domain development. The research study 
results highlight some important findings. I was provided a perspective as to how our 
study participants were aided or constrained across the nine-point matrix of the IM. Their 
level of individual interaction was instigated by jazz activities, but socio-culture and 
personal orientation were important factors. In one instance a male Danish student, Peter, 
disagreed that there existed an imbalance of boys to girls in classical music, “it’s actually 
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like half, half boys and half girls. There are many girls playing classical music here.”  
This was a stark departure from a female student in the same geographic region who was 
careful not to offer a rebuttal, but mildly stated, “I think there’s more (women) in 
classical than there is outside of it.” Adding to the conversation, a South African, Linda, 
was more emphatic about the subject of an article sparking the conversation about 
women instrumentalists. 
Nadia, stated, “If you look at most festival line ups, ours included, who do we see 
coming up? Two men! If we look at the festival line up over time, the women 
have been singers. If you look up the festival line ups over time? Men, men, men, 
men! So additional barriers in classical performers face different hurdles in the 
tradition.” 
I also saw this in the behavior of some students as displayed when being queried in 
interviews, compared to their in-class behavior when interacting with peers. Some of the 
behaviors in the weekly sessions was markedly different from what was captured in the 
individual student outcomes in their assignments.  
For example, where Arnold demonstrated in class to be almost disruptive with his 
disdain for some assignments (jazz composition from a folk song), and the off-color joke 
(about gender and women) his results were split in comparison to what his individual 
assignment portrayed. He was observed as having a keen level of self-awareness. A 
person with a high acumen in self-awareness would be sensitive to how their 
interpersonal styles and behavioral tendencies impact others. Self-aware individuals are 
expected to evaluate and reflect on their personal growth (Baxter Magolda, 2001; 
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Deardorff, 2009; Mendenhall, et. al., 2008). Arnold did become sensitive to his remarks 
later after the pushback from his peers and remained focused on being more careful in his 
remarks. However, that was not his initial behavior. He did demonstrate influences of the 
world orientation domain, which is aligned with his rejection of the folk song to jazz 
composition assignment, and the incredulousness about a symphony being situated in 
Johannesburg.  
Jason was a self-proclaimed world traveler from his interview with me, and in his 
many comments during the session about his experiences abroad. He shared with the 
class: “I've been fortunate enough to have traveled a lot, for somebody my age, so I 
understand and appreciate, there a lot of cultural differences and then I always find that 
cultural differences always enhance your perspective.” However, his behaviors were not 
consistently reflective of his self-reported experience. Jason’s world orientation was also 
inconsistent, overridden by demonstrations of being swayed by peer opinions.  
The study participants compared evenly with their peers in interpersonal 
engagement and continuous learning domains, but mostly inconsistent with any spread 
across the continuum amidst the cohort groups in the area of hardiness. The data analysis 
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Level 1: Cognitive Maturity: Assumes 
Knowledge is certain and categorizes 
knowledge claims as right or wrong; is 
naïve about different cultural practices and 
vales; resists. Challenges to one’s own 
beliefs and views differing cultural 
perspectives as wrong. 
Level 2: Evolving awareness and 
acceptance of uncertainty and multiple 
perspectives; ability to shift from accepting 
authority’s knowledge claims to personal 
processes for adopting knowledge claims. 
Level 3: Ability to consciously shift 
perspectives and behaviors into an 
alternative cultural worldview and to use 
multiple cultural frames. 
1. Generating jazz 
compositions. 
 
2. Composing with 
Source Material from 
cross-cultural texts: 
 
3. Video Bios 
 
4. Presentations on 
Jazz Artifacts from 
Home Country 
 















Level 1: Lack of awareness of one’s own 
values and intersection of social (racial, 
class, ethnicity, sexual orientation) identity: 
lack of understanding of other cultures; 
externally defined identity yields externally 
defined beliefs that regulate interpretation 
of experiences and guide choices; 
difference is viewed as a threat to identity 
Level 2: Evolving sense of identity as 
distinct from external others’ perceptions; 
tension between external others’ 
perceptions; tension between external and 
internal definitions prompts self-exploration 
of values, racial identity, beliefs; immersion 
in own culture; recognizes legitimacy of 
other cultures. 
Level 3: Capacity to create an internal self 
that openly engages challenges to one’s lies 
and beliefs and that considers social 
identities (race, class, gender, etc.) in a 
global and national context; integrates 
aspects of self into one’s identity.  
1. Lyric Creation 
 
2. Short Jazz History 
Essays  
 
3. Video Bios 
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Level 1: Dependent relations with similar 
others is a primary source of identity and 
social affirmation; perspectives of different 
others are viewed as wrong; awareness of 
how social systems affect group norms and 
intergroup differences is lacking; view 
social problems egocentrically, no 
recognition of society as an organized 
entity. 
Level 2: Willingness to interact with 
diverse others and refrain from judgment; 
relies on independent relations in which 
multiple perspectives exist (but are not 
coordinated); self is often overshadowed by 
need for others’ approval. Begins to explore 
how social systems affect group norms and 
intergroup relations. 
Level 3: Capacity to engage in meaningful, 
interdependent relationships with diverse 
others that are grounded in an 
understanding and appreciation for human 
differences; understanding of ways 
individual and community practices affect 
social systems; willing to work for the 






2. Lyric Creation 
 
3. Presentations on 
Jazz Artifacts from 
Home Country 
 
4. Video Bios 
 
5. Song Listening and 
Analysis 
 
In each of the intercultural maturity domains traits factors overlap in how an 
interactant responds to the behavior of a peer. No single activity was responsible for the 
total movement from one level to the next. As an example, Keziah being emphatic about 
discussing/presenting the history of women’s contributions to jazz history in her country 
initiated a conversation in the class about jazz and gender. This could be perceived as 
maturity in the empathy factor and/or a recognition of a responsibility to work on behalf 
of others (advanced stage of interpersonal domain maturity).  
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As the seminar progressed, I did observe in conversations and assignment 
submissions evidence of perceptions that were different from the initial statements or 
beliefs expressed by the students. Some pre-study participant perspectives shifted, 
evidenced in post-study communications or articulated in assignments.  
Terrance shared, “Well jazz is more about expressing yourself and being creative 
as much as it has its fundamentals and its rules that you have to follow, its more 
about what you add to it. It’s more about what you are putting into the jazz and 
what you are getting out of those creative spaces. So, jazz allows me to actually 
dig deep into my creative self and my child-like self that is more imaginative, and 
that’s whimsical and all of that, and it allows me to incorporate all of that you 
know, together with my music. I would say if you considered music and jazz in 
general to be like an extension of like our human collective past right. Then you 
can draw on that child-like sort of quality or maybe your instinct or something 
like that you know, something that’s partially you and partially, you know, all the 
people that came before you.” 
Commenting in tandem with Terrance was a peer from the same cohort, Cessin said, “It’s 
like continuing the legacy.” 
My propensity during data analysis was to deduce participant changes as a result 
of influences from peer interactions. Changes of ideas and perspectives revealed by 
participants were in their subsequent choices of songs, assignment topics or career 
decision discussions.  
Julie Ann was mostly quiet in class but surprised everyone when she spoke up 
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near the end of class, “You know what’s interesting too because to play the music 
effectively you have to think outside of yourself. SO that would kind of parallel 
with that whole thought of let me think of .. Let me put myself in others’ shoes.” 
When themes developed from student comments interactions, my journal notes, and 
jottings were important resources from which to weave together a full picture of the 
developmental process of intercultural maturity. To the extent an individual allowed 
themselves to engage, the influence of the peer-to-peer interaction created a simultaneous 
momentum of changed behaviors from the students of many of the domain factors.  
 Jason, “Yeah, yeah so... and all these cultural differences and where everybody 
comes from it enhances you know, your day-to-day experience and that's what it's 
really all about is just taking life is a mosaic you can't be limited to just what you 
know or your culture. Yeah, so...I found this to be an enriching experience and it 
just helped to inform my global view even more.” 
In some ways, it was like listening to beautiful, improvised jazz solo, supported by a 
bandstand full of intuitive, passionate jazz musicians. Using the King and Baxter 
Magolda (2005) IM framework as an explanatory guide, I observed how students’ 
individual movements from initial, to intermediate, and advanced developmental traits 
were demonstrated. 
Final Thoughts 
 Recalling the distinctions from Perez, Shim, et al., (2015), it was important to 
keep mindful that intercultural maturity is “multi-dimensional and consists of a range of 
attributes” (p. 761). Attributes develop and surface in a two-step process: (a) 
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development happens in a continuum; and (b) the continuum is traversed in a range of 
steps at various lengths of time for each student. Data analyses of the current study 
reflected movement from the participants in understanding (cognitive dimension) having 
a sense of one identity enabling listening to others’ viewpoints (intrapersonal dimension) 
and feeling a responsibility for being sensitive to others (interpersonal dimension). I 
continued to reflect on Deardorff’s (2015a) assertion, that intercultural competence can 
be assessed in concrete learning outcomes, and as such can be addressed in curricula (p. 
139). This reflection was helpful as I sought to discern distinctions about themes that 
emerged in one student or group of students, but inconsistent across a cohort. Berardo 
and Deardorff (2012) provided intercultural competence trainers with over 50 
intercultural trainings from global educators, illustrating what intercultural maturity 
trainers should be aware of when designing curricula. Their suggested activities were 
important to map the activities chosen above for this study.  
Jazz and the Gender Imperative 
An unexpected finding emerged with respect to gender biases in jazz, showing a 
lack of intercultural maturity regarding women. Surprisingly, about half of the study 
participants were women. Surprising, because jazz women are among the minority in the 
field, both as educators and performers (Gutierrez y Muhs et al., 2012; Van Vleet, 2021). 
In the Global Jazz Seminar, the instruction was shared with guest instructors from the 
other two universities. Both guest instructors were men. Participant and instructor 
discussions on the jazz gender justice issues were vibrant and sometimes heated, as 
documented in the study findings. We discussed research from jazz scholars who had 
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reported to the field examples of young jazz women instrumentalists who decline from 
improvising in front of male students for whom they want to win approval (Boeyink, 
2015; Hargreaves, 2012; Wehr-Flowers, 2014). Researchers also reported singers who 
declined improvising in front of peer instrumentalists (Crouch, 2010; Madura Ward-
Steinman, 2008). Jazz improvisation cutting sessions—competitive performance settings 
where the focus is on out-performing bandmates during solos—are reportedly not 
scenarios for treating less skilled players with respect and dignity (Herzig & Baker, 
2014). Poignant discussions from both the men and the women study participants about 
the jazz gender justice phenomena indicated that this topic may be one of the very 
incubators needed for isolating behaviors that instigate or constrain intercultural maturity. 
Support for Jazz Pedagogy in a Transnational Discourse 
In light of the above research perspectives, there are other benefits of this jazz 
GNLE study, for jazz educators in particular, and the global jazz community at large. 
This case study can potentially identify the instigators of the cognitive, intrapersonal, and 
interpersonal domains toward intercultural maturity development in music contexts. 
Intercultural maturity markers and the gradations of the dimensions in each domain of 
initial, intermediate, and advanced development can be embedded in jazz curricula, and 
affirm advice from intercultural competence researchers (Deardorff, 2015a). Distinctions 
arose which may also influence the conversation at the heart of the transnational jazz 
discourse, particularly how we can become increasingly capable of hearing and 
respecting the many voices of our global jazz community. A focus on intercultural 
maturity generated the content of conversations within the jazz GNLE participants and 
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faculty. An intention was set in the study activities to listen and be attentive to 
participants’ perspectives. Ensuing conversations culled a discussion on global jazz 
communities among the study participants. The examination of the case of intercultural 
maturity in this study fostered my further rumination on the global discourse about 
identity and culture. Prouty (2012) discussed a seeming disconnect between educational 
institutions and practitioners, specifically, "how jazz education history has been written in 
a way that distances it from its non-academic roots" (p. 58-9). Jazz musicologists and 
educators have discussed that, in order for jazz education to be authentic to its non-
academic roots and serve as a healthy platform to foster global citizenry, many voices 
need to be heard and understood (Horne, 2019; Monson, 2009a; Murray, 1998; 
Nicholson, 2014; Ramsey, 2004). Jazz education curricula approaches were highlighted 
for this study and the findings could inspire a deepening of the transnational discourse of 
how jazz educators can prepare students for a global marketplace. Outcomes for 
cognitive, intrapersonal, and interpersonal development can be supported by discussion 
from these study findings for teaching jazz improvisation, jazz performance, and jazz 
history.  
Jazz and the Social Sciences 
The study findings of this research may also afford social science researchers an 
understanding of how jazz musicians acquire the personal and professional career 
development required to maintain and sustain careers. The rigors of the road and the 
sociocultural norms in jazz environments can be very frustrating to individuals without 
certain social supports when facing biases, falling prey to cultural circumstances in 
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performance settings (Boeyink, 2015; Cion, Ray & Helm, 2000; Pellegrinelli, et al., 
2021). Ethnomusicologist Monson (1994) interviewed 14 notable jazz musicians about 
their lived experiences in Jazz and provided a look at what jazz musicians felt about 
public opinion of jazz culture:  
Musicians stressed their fundamental disdain at being cast in the image of a jazz 
musician as untutored, instinctual, nonverbal, and immoral rather than 
knowledgeable—an image that has been transmitted, in a wide range of (primarily 
non-African American) historical writings. This image has pervaded jazz 
discourse in both obvious and subtle ways and has been tied to what (quoting 
Monson) Ted Gioia has titled the Primitivist Myth. In it the jazz musician is 
constructed as a “noble savage” who maintains a pure emotional and unmediated 
relationship to his/her art. (Monson, 1994) 
Personal behaviors and values, and the development of perspectives supporting success in 
career pursuits, were a vibrant element of study participant discussions. Researchers 
echoed concern of a need to address layers of gender inequities in jazz (Kernodle, 2014; 
Soules, 2011; Tucker, 2000; Van Vleet, 2021; Wehr-Flowers, 2006). I assert that the 
necessary changes in our jazz socio-cultures have a commonality of possible solutions in 
teaching and encouraging development of intercultural maturity, whether embedded in 
jazz curricula or encouraged among jazz practitioners. 
Riffs 
A riff in jazz is a short musical statement or musical idea repeated in the song form that 
allows the music making to have a reflexivity to accommodate all participants’ ideas and 
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contributions (Dunscomb & Hill, 2002; Gillespie & Fraser, 1979; Gridley, 1994; Murray, 
1976; Solis, 2014). Here I would like to riff on the ideas of this study, include 
suggestions for intercultural maturity pedagogy in music contexts, and offer pedagogical 
innovations to consider for general music education teacher preparatory programs, jazz 
education curricula, and jazz scholarship. 
Table 4 
Pedagogical Applications of the Themes
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Table 4. Pedagogical Applications of the Themes 











Creative expression was asked of the 
individual student or team member or 
those working in collaborative teams. 
Students had to generate musical ideas to 
share in their projects and teams. 
 
Self-Awareness Identifying personal 
likes and dislikes and 
permitting themselves to 
share strengths and 
weaknesses in the jazz 









Students were required to find a folk song 
from their culture to use in collaboration 
with peers to create a new song in a jazz 
style. Students had to explore the music 
and jazz history of their home country and 
experience music from countries that may 








Identity proximities to 
researched revelations. 
Willingness to discuss 
self-image and family 
connections to musical 






World news and media events or current 
social media posts were used to 
incorporate as content or as an influence 
for lyrics to a composition. Students had 
to work in groups of two or more. The 
final product had to reflect everyone’s 
input, and all had to present in class on the 
part they authored. The group 
collaborations were vehicles for students 
to discuss, brainstorm and research about 
peer countries’ news portals, then come to 
a consensus about what to present, and the 
roles each would take in preparing the 
presentation. The lyrics created from the 
media event/social media posts and news 
stories had to be a group effort. No one 












vehicle for group 
interactions. Students 
were engaged when not 
isolated or overrun by 
more assertive students. 
Willingness to attempt 
ideas with peers and 
ability to articulate and 
identify which part of 
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Students were required to research a 
current event with a music reference 
(concert, festival, artist, event) they could 
find online about one of the countries 
represented in the class, but not from their 
home country. They then had to write a 
1000-word minimum essay and present in 
class. The students from the home country 
on which the essay was based were 
requested to respond to the perceptions 
expressed in their classmates’ essay. 
Students had to learn what events were 
accessible by normal research efforts 
through their university library, the 









Students revealed their 
relationship to their 
identity and the sources 
of pride in their country. 
Students were focused 
with presenting ideas 
representative of 
cultural values and 
orientation of country of 










Students had to discuss jazz music 
festivals and the economic impact of 
festivals in different countries, including 
political and business/corporate 
responsibility, sustainability and 
partnerships with community-based 
organizations. Students were asked to 
identify a current event or news topic to 
report back in a video blog with a cultural 
arts/music connection. e.g., music festivals 
and local economic impact; global 
warming and social media coverage of 
Greta Thunberg; Mental illness vs. 











orientation,   
Students share and 
spotlight researched 
information and design 
according to comfort 
level and knowledge 
base. Personal feelings 
about global warming, 
world events and media 
regarding cultural 
values and identity, 










Students had to research photographs, 
recordings, organizations, memorabilia, 
and other clues about jazz and jazz history 
from their culture to present in class. They 
could choose how to present using digital 















Students revealed their 
relationship to their 
identity and the sources 
of pride in their country. 
Students were focused 
with presenting ideas 
representative of 
cultural values and 
orientation of country of 
origin and/or residence. 
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Table 4. Pedagogical Applications of the Themes 












Students were asked to present a song for 
critical listening and discussion in class 
that represented the jazz typically 
associated with their country, e.g., South 
African jazz musicians and compositions 
or music from Danish avant-garde players, 














Comfort level with 
students highlighting 
their ideas and 
knowledge base in 
comparison to peers. 
Identities and 
orientation to 
relationship with self 
and others surfaces with 




Students were asked to introduce 
themselves to classmates by creating a 
three-to-five-minute video talking about 
their background, interests and personal 
goals. Could also adapt by using a random 














Identity and self-esteem 
are elicited such that 




was very confronting to 
some students who were 
shy, hence the 
adjustment of allowing 
use of a random object 




Implications of the Study 
The findings of the study imply various possible outcomes to explore. 
Engagement with international peers is one of the criteria researchers in globalization 
education identify as necessary for acquisition of competency in intercultural settings. It 
has been widely considered that intercultural maturity by its very definition needs 
culturally disparate people, who are geographically separated, to engage. The focus of 
college study abroad programs is international travel: GNLEs are not embraced as a tool 
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for preparing college students for development of intercultural maturity. If intercultural 
maturity is acquired only through effective and appropriate behavior in such contexts, 
persons who have no resources to travel abroad miss the opportunity to develop these 
competencies. The findings of this study hold implications for further impetus for college 
study abroad programs to consider the use of GNLEs in their internationalization efforts 
to facilitate college student intercultural development. The clearest example is the 
students’ responses. Students demonstrate intercultural maturity when they have the 
impetus to self-select engaging with different others and demonstrate curiosity and 
openness; these mindsets help to build their intercultural maturity muscle(s). 
Michaela, “Yes. It just really helped me to be more open-minded and just know 
that there's so much out there in the world not to like limit myself to one thing, 
you know and so I would just say that it just helped me to grow and see that I 
need to study more music you know I feel that I know so much but this show me 
that I don't know as much as I think I do and it was very humbling and it just help 
me to want to learn more.” 
Another consideration is the ongoing commitment needed for development of 
intercultural maturity. A consistent perspective from the literature was that intercultural 
maturity is not a “one and done” kind of endeavor.  
The activities in which the students engaged in the Global Jazz Seminar offered a 
list for music educators and musicians from other genres to brainstorm application of 




 Teighan gave a great example of a discussion with her elementary school 
students, “I’m an elementary school music teacher and March, Women’s History 
Month I adapted and told me students it was Women Musician Month. Everyday 
there was a different female artist that they had to listen to, comment on, and 
describe. Some of the women’s voices were very low and sounded like men and I 
told the students not to be confused but listen intently. All the girls were very 
excited, and one little boy was like ‘well where’s our month?’ [laughs].” I told 
him, ‘Well honey, over the span of history all the months have been your 
months.’ This is a time for girls to shine. So, THAT was something I did as a 
teacher. To speak on where it does [the change of biases] start.” 
 We examined and discussed research in jazz scholarship and jazz literature in the 
seminar about musicians who reach a level of consistent interaction (working) abroad. 
The developing themes from the data of this study support development of intercultural 
maturity as a preparation for musicians who will potentially work abroad at some point in 
their careers. The goal would be to encourage the opportunity for jazz students to grow in 
the domains of intercultural maturity while also learning requisite foundations in jazz 
before entering the work force. 
Performing and/or composing jazz does not automatically insinuate proclivity to 
develop competency in effective and/or successful interaction with others. However, 
performing and/or composing jazz does involve developing skill in improvisation. 
Themes emerging in the study data like adaptability, flexibility, openness, empathy, 
relationship development, curiousness are encountered on the pathway in learning to 
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improvise (Berliner, 2009; Bromley, 2019; Kelly, 2013; Monson 1994) and further, in 
mastering an instrument (Dunscomb & Hill, 2002; Helm Hammonds & Ortisejafor, 2015; 
Wehr-Flowers, 2006; Wiggins, 1997). Jazz educators could embed improvisation and 
composition tasks factored for intercultural maturity outcomes to instigate students’ 
development in the initial, intermediate, and advanced levels of cognitive, interpersonal, 
and intrapersonal domains.  
Teighan shared, “And when I improvise, I feel that I can connect with some parts 
of my feelings and things that cannot be put into words or be written down but 
still needs to be sung out. Jazz contains two concepts that I think are important to 
balance in life in general. Those are rules and freedom.” 
The current study data embodied developing themes which highlighted individual 
traits that could be developed under the careful tutelage of a compassionate educator. 
Hendricks (2018) provided relevant research for music educators with insights for 
developing empathic mindsets and compassionate teaching and learning environments. 
“Empathy, cooperation and music belong together” (p. 70). The socio-culture among jazz 
musicians engaged in improvisation is often one of competitiveness, which can create a 
sense of separateness. Intercultural maturity skills can mitigate this element of the jazz 
socio-culture. A demonstration of empathic mindsets occurred between students in one of 
the sessions when Tshepo commented on a listening sample, “I definitely heard kind of a 
feel—the second one? Is it a gospel influenced song? Where does it come from? Michael 
responded immediately, “That was just a chord walk down. You hear that in a lot of 
songs, that doesn’t make it gospel!” Samantha “I just heard a very strong gospel 
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influence in that second one. I don’t know if that’s relevant at all that I hear it too.” Here 
Samantha speaking up seemingly to support Tshepo’s point of view in response to 
Michael’s retort. 
The growing international expansion of jazz and the ever-expanding global jazz 
community portends practitioners will have bandmates with whom they have no cultural 
connection other than the music performed together. Also, many countries have well 
established jazz artists and communities of jazz professionals interconnected with 
commercial entities that function as economic powerhouses for those regions, (e.g., jazz 
festivals, jazz radio stations, jazz, music and trade conferences, cultural organizations), 
emerging from the work and careers of the artists. As a matter of practicality, it seems 
prudent to equip jazz students for successful navigation in the global expanse that has 
evolved around the field, and to prepare them for effective communication with different 
others. Samantha made a point in class, “I was just going to add how you encourage us to 
think about history before we sing. I think about why we were singing Summertime, the 
history behind it, and allowing us to bring the emotion that was necessary.” 
The current tension being discussed in some circles of jazz media, literature and 
scholarship, and the contentious conversations between musicians who feel a need to 
defend the notion of who owns jazz may be quelled if there is a deliberate effort to teach 
intercultural maturity in contexts where different others share the stage or the 
environment. An interesting tributary for possible future research might pertain to this 
extractive versus derivative argument—potentially a result of a lack of intercultural 
maturity—at the core of such a transnational discourse (Hammonds et. al., 2015; 
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Makhathini, 2021; Prouty, 2012). When the students were asked about perceptions they 
held before the class and perceptions that may have changed, students shared some 
thoughts. 
Jason, “Well I did read Is Jazz Dead? by Nicholson11 and I thought just 
Europeans in general held the idea that swing and the blues are outmoded and that 
you know, ‘real’ jazz is just improvisatory, and it's moving away from that. So, 
finding people who really respect, you know the roots and using it to infuse in 
their music, that was refreshing.” 
Further analysis of the efficacy of course activities embedded in GNLEs could be 
useful to assess students’ movement through the three stages of cognitive, interpersonal, 
and intrapersonal dimensions. GNLEs have come to the forefront as vehicles for 
cultivation of cultural competencies (Moore & Simon, 2015), as incubators for closing 
gaps in opportunity characterized by wealth and education in knowledge-based societies 
(Putnam, 2015), and as windows for access to social mobility (Layne & Lake, 2014). 
Such an analysis can offer important pedagogical and theoretical support for uses of 
GNLEs in music education. 
Suggestions for Further Study 
Researchers interested in continuing the conversation and inquiry into any of the 
tributaries of this study in GNLEs, jazz topics, and intercultural maturity would have 
ample material to excavate. The topics to examine could address pedagogy for pre-
service music educators of all genres. Jazz is but one example of how intercultural 
	
11 Nicholson, S. (2005). Is Jazz Dead?: Or has it moved to a new address. Routledge. 
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maturity might develop in music settings. Study abroad is not the only tool for student 
development of intercultural maturity, and university initiatives designed for 
internationalization outcomes could include uses of GNLEs as a viable tool. Additionally, 
faculty seeking personal development opportunities may find the GNLE environment an 
efficient one that intersects the use of digital and technological resources and 
interdisciplinary curriculum design. What follows are a few suggestions for further study. 
Identifying subjects and niche areas in jazz curricula orientated to facilitate the 
development of the designated range of attributes in intercultural maturity domains can 
be a value add to a general music curriculum. Intercultural maturity represented in study 
participants’ attitudes, skills, behaviors and knowledge as a result of participation in a 
GNLE were observed in cognitive, interpersonal, and intrapersonal traits. The ability for 
instigative activities to elicit these changes can be examined more deeply in cross-
collaborative studies with social science researchers to support the conversation for 
educators to consider pedagogical nuances to enhance college student development of 
intercultural maturity. Reform of the pedagogy and preparatory programs for jazz music 
education is implicated in the study findings. Particularly, help in navigation of resources 
and development of jazz pedagogy and GNLE curricula. It was a tedious process to 
develop the curricula and materials for the seminar of this study because of the need to 
incorporate suggested intercultural training in the activities. Educators who teach and 
prepare curricula for GNLEs who want to enhance internationalization efforts have 
support in the findings of this study. 
In closing, a jazz student could be afforded the opportunity to positively impact 
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future jazz generations as a global citizen. Doing so would mean equipping jazz students 
to be competent in intercultural settings. As they move into the marketplace as 
performers and educators, they can usher in new paradigms to reshape the culture and art 
form. If we are good stewards of Jazz as America’s national treasure—as designated by 
Congress with the passing of the bill that established jazz as such, H.R. 57—why would 
we not do everything possible for its preservation? Preserving Jazz and nurturing the 
personal development of those who create it would require differentiated pedagogy in 
jazz education. Researchers in jazz scholarship called for action because of concerns of 
jazz education being absent in core music education curricula (HBCU Jazz Education 
Initiative, 2021). Imagine if it could be deduced that embedding intercultural maturity 
approaches in jazz education pedagogy may offer avenues—not a panacea, but a 
research-based approach—in the general education curriculum to contribute to students 
becoming interculturally mature? 
I proposed to align a jazz overlay to the King and Baxter Magolda (2005) 
Intercultural Maturity Model. It is intended as a tool to give jazz educators a concrete 
example of a holistic approach in a developmental model with cognitive, interpersonal, 
and intrapersonal examples of aligning jazz pedagogy that may instigate a continuum of 
intercultural maturity for college students. Jazz educators may not yet fully understand 
the individual personal development jazz musicians undergo as a result of their 
participation as performers, and if their skill development engenders intercultural 
maturity. My hope is that the findings of this case study will provide knowledge and 





Music-making is informed by all the things we carry. 
The pebbles collected and the people met along our pathways of a  
life-in-progress make our musical experiences dance with vitality.  
(Vũ, 2020, p. 34) 
 
 My experience in this research journey was quite profound. I now am a different 
musician and educator. I resisted until the very last ounce of me almost convulsed with 
horror at the fact that completing a dissertation meant I was a real teacher. I belly laugh at 
the sound of that idea now. I struggled with where to fit all that I learned and experienced 
with the two Fulbright Senior Music Specialist appointments I had with the partner 
universities. I spent two months in Denmark in March of 2018. I traveled to Pretoria and 
Cape Town South Africa for two months in August of 2018. These trips buttressed my 
data collection, which took place March 2018 – May 2018. I laughed and lunched and 
dined with the students from my study. I visited museums and performed concerts 
together with them, and with the faculty. I sat in their classrooms and ran workshops. 
Perhaps this is why the characters in the novella seemed to flow easily from data to idea 
to paper. They were all like musicians in my band; a band of international singers and 
instrumentalists, and to me, the world really did seem like our stage. 
The story of Keziah’s father was imagined in part, but the essence of the 
experiences and all that I learned in Denmark was extraordinary and woven into that 
scene. I traveled to Aalborg, Denmark and visited the Center for Danish Jazz History. 
The curator at the museum/library took an inordinate amount of time with me when I 
explained my dissertation topic. I was moved at his excitement and commitment to jazz.  
 South Africa was no less enchanting. Pretoria, with its long and storied history. 
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Wow! I was astounded that I was given an inaugural award at a school that just a few 
years before Blacks could not attend. It was all quite surreal, but also gave me deep 
humility and inspiration for the opportunity to work with these devoted and powerful 
young jazz musicians. One of the study participants had me sit and talk with him for 
hours about work and life and music. He wrote me quite a lovely note after the Global 
Jazz Seminar ended, expressing how impactful the experience was with his global peers. 
He shared his decision to stay the course and finish his degree in jazz. 
 I was reticent to write this section—a coda—but so much had been learned in 
working on this study, in learning about myself and the courageous young people with 
whom I had the privilege to work on this research. Presenting data in an art-based 
presentation was a gratifying component of this work. Thank you, Dr. Kelly for the idea 
of the novella. What a refreshing way to look at data presentation, and what a challenge! 
I hope this research can demystify jazz or provide a perspective to embrace some 
of the ways jazz music might be a useful and have application for social and personal 
development.  
The experience of my two journals (performance journal and fieldnotes journal) 
was a way for me to sing and compose and write and have fun through the sessions, and 
in analyzing the data, I realized I needed to think, write, and go away. During this project 
I recorded a big band record, applied for and received tenure and had several breakdowns 
and breakthroughs. I was terrified the entire way through! And guess what? I learned I 
like research! 
As a final comment I would like to take a moment to share a reflection that has 
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ignited a new career passion culminating from this research experience. I remember 
acknowledging and introducing my bandmates at the conclusion of my senior recital, 
performed in partial fulfillment for my undergraduate Bachelor of Music degree in Film 
Scoring at Berklee College of Music. It was a similar scenario for my master’s thesis and 
recital in partial fulfillment for my Master of Music degree in Jazz Performance at East 
Carolina University. On the bandstand I stood with students from several different 
countries. Both settings were culture shock of sorts, very far from my hometown 
upbringing on the South Side of Chicago. My school experience from kindergarten 
through 12th grade was very segregated. Nothing in my educational journey prepared me 
for the intercultural maturity I would need to navigate my years as a student. I was a first-
generation college student, so neither my parents nor family members could not have 
adequately prepared me. None of my professors discussed the need to become familiar 
with different others as a means for success in my career. It is no wonder that there exists 
a lack of diversity, both in gender and ethnicity in university settings, in music education, 
and in jazz.  
I hope we put emphasis in education curricula on the dire need for all to become 
interculturally mature. In the current social and political 21st century climate, I cannot 
think of another skillset that is more necessary. 
	
	 223 
APPENDIX A: A Jazz Orientation to the Three-Dimensional Developmental 
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